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This doctoral thesis presents a comprehensive analysis of the novels of 
Kazantzakis‟ maturity in relation to Modern Greek literature. The extent of 
Kazantzakis‟ reading is explored as well as the views that he expressed in letters, 
essays and interviews on texts from the epic of Γηγελήο Αθξίηεο up to works of the 
Generation of the Thirties. When Kazantzakis wrote his major novels, he had a wide 
knowledge of the Modern Greek literary tradition and contemporary literature. The 
fruits of his engagement with Modern Greek literature are found in his own literary 
production. The novels that are studied are Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά, Ο 
Υξηζηόο Ξαλαζηαπξώλεηαη, Ο Καπεηάλ Μηράιεο (Διεπηεξία ή Θάλαηνο) and Ο 
Σειεπηαίνο Πεηξαζκόο. The analysis detects the intertextual markers and illustrates the 
methods that are employed linking the novels‟ characters, themes, settings and stories 
with previous Modern Greek texts. A wide range of literary works is evoked or 
organically incorporated into the plot of the novels: folk poetry of the Akritic cycle, 
Cretan folk songs, the literature of the Cretan Renaissance, the poetry of Solomos, 
Palamas and Sikelianos, the ethographic novellas and short stories of Kondylakis and 
Vizyinos, fiction by Myrivilis, Prevelakis and Kosmas Politis. Kazantzakis‟ novels 
hold a pivotal place in the history of Modern Greek literature and, as this thesis 
proposes, it is also the Modern Greek literary tradition that constitutes an essential 







The exploration of the connection of Nikos Kazantzakis‟ major novels with 
the Modern Greek literary tradition is the subject matter of the current doctoral thesis. 
The extent of the author‟s engagement with Modern Greek literature is examined as 
well as the intertextual relationship of his major novels with Modern Greek literature 
from the folk poetry of the Akritic cycle and the fall of Constantinople in the 15th 
century up to the literature of the 1940s. The markers that indicate the linking of the 
novels with preceding texts of Modern Greek literature are investigated as well as the 
authors, periods and works with which the novels are connected attempting to 
interpret the function of their association. 
The chief research questions that this thesis addresses and to which it attempts 
to respond are the following: what was the extent of the engagement and knowledge 
of Kazantzakis as a reader of Modern Greek literature? What critical comments did he 
express with regard to works of the Modern Greek literary tradition and which criteria 
did he apply for their assessment? How are Kazantzakis‟ major novels connected with 
previous Modern Greek texts? With which texts, authors and periods of the Modern 
Greek literary tradition are the novels linked and how does the recognition of the 
intertextual relationship with the anterior literature sheds fresh light upon 
Kazantzakis‟ work? 
The methodology that has been employed in order to examine the above 
research questions is first an exploration of Kazantzakis‟ reading and extra-textual 
comments about Modern Greek literary texts. An overview of his reading and critical 
comments is offered in order to shed light on the extent of his familiarity with it. For 
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the analysis of Kazantzakis‟ engagement with Modern Greek literature as a reader and 
the examination of his critical views about it material is gleaned from Kazantzakis‟ 
essays, interviews, and letters from 1902 until the 1950s, some of which are currently 
unpublished or less known. They derive from the research I conducted at the archive 
of the author at Kazantzakis Museum, his library at the Historical Museum of Crete as 
well as Prevelakis archive at the library of the University of Crete.  
Then, the intertextual connection of the novels with previous texts is analysed. 
The major novels that are studied in the thesis are: Βίνο θαη Πνιηηεία ηνπ Αιέμε 
Ενξκπά, Ο Υξηζηόο Ξαλαζηαπξώλεηαη, Ο Καπεηάλ Μηράιεο, and Ο Σειεπηαίνο 
Πεηξαζκόο. Kazantzakis commenced and completed his literary career as a novelist. 
In the meantime, he produced works that belong to a wide variety of genres: poetry, 
philosophy, essays, plays, travel literature, and translations. He was critically 
acclaimed at an international level after writing the novel Βίνο θαη Πνιηηεία ηνπ Αιέμε 
Ενξκπά between 1941 and 1943 which marked the beginning of the mature phase of 
his literary production. Ο Υξηζηόο Ξαλαζηαπξώλεηαη, Ο Καπεηάλ Μηράιεο, and Ο 
Σειεπηαίνο Πεηξαζκόο were the major novels that followed. These novels are chosen 
to be studied on the grounds that they were produced after Kazantzakis had acquired a 
wide knowledge of the Modern Greek literary tradition and contemporary literature as 
a reader of it. Furthermore, the period when he wrote his major novels succeeded and 
coincided with the breakthrough that Modern Greek literature saw after the 
appearance and establishment of the writers that belong to the Generation of the 
Thirties. 
The analysis focuses on the markers that signalise the intertexts and indicate 
their manifold linking with previous texts. It explores the ways of their 
interconnection on the level of structure and content in terms of the topics, characters, 
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their words and actions, places and times. The development of a single episode or 
character in the unfolding of the plot may be characterised by a merging of intertexts. 
Moreover, the intertextual relationships are detected in structural positions of the 
novels from the beginning, the middle and the end. Close readings of the novels in 
parallel with anterior Modern Greek texts are presented so as to elucidate the ways 
and techniques of their connection. Interpretations of the effect of the intertextual 
linking are also presented aiming to examine how the novels acquire fresh meaning 
when the intertext is detected. 
Terms that are included in this thesis and require elucidation will at this point 
be explicated. The term intertextuality concerns the novels‟ interrelation to previous 
texts. Intertext is perceived as the anterior text with which the novel is connected and 
it may have an overt or covert presence in the novel. The intertextual connection is 
activated through markers that may make the association apparent or obscure. Ziva 
Ben-Porat in the article “The poetics of allusion” defines literary allusion as “a device 
for the simultaneous activation of two texts. The activation is achieved through the 
manipulation of a special signal: a sign (simple or complex) in a given text 
characterized by an additional larger “referent”. This referent is always an 
independent text. The simultaneous activation of the two texts thus connected results 
in the formation of intertextual patterns whose nature cannot be predetermined”.1 The 
marker activates elements from the evoked text. It should also be noted that the 
intertext may differ from the version of a theme. Intertextuality exists when two texts 
correspond to each other whether they share a common theme or not. An important 
factor that differentiates the intertext from the version of a theme is the presence or 
the absence of a key-word. In the case when there is a correspondent there is also 
                                                          
1
 Ben-Porat 1976: 107-108. 
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material present from the previous text and also components that have been 
substituted in the text.
2
 This remains praesens in absentia and therefore an important 
component of the text is to be found outside of its margins. 
The term quotation is perceived as the reproduction of textual material from a 
previous work in the novels. It has an explicit character and it is manifested through 
the use of quotation marks or italics. It may occur with or without specific references 
to the work from which it derives. Reference concerns the cases when a literary 
work‟s title or the author‟s name are specifically mentioned. Allusion also pertains to 
the reproduction of material from a preceding text but it is more elusive in comparison 
to the quotation. The novel alludes to an antecedent text in an implicit manner and it 
is connected to it in subtle ways that are justified and illuminated when the intertext is 
recognised. Allusion suggests a wordplay as the etymology of the word implies which 
derives from the Latin ad-ludere (play). In many cases, as the textual material passes 
from the pretext into the novels it does not remain unchanged but there are alterations 




At the heart of this thesis lies the concept of intertextuality which develops the 
premise that each text is part of a network of interconnections with other texts which 
are its intertexts. Although the theoretical term intertextuality derives from the late 
1960s, as a practice it is an essential and fundamental part of literature since ancient 
times. Every work is inscribed in a previous heritage of literature and indicates its 
connection to a tradition. T. S. Eliot in the influential essay “Tradition and the 
individual talent” elaborated on the concept of tradition and individuality and also on 
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 See Riffaterre 1990: 74-77. 
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 According to Eliot, the literary tradition is not inherited but it is 
gained through great labour on behalf of the author.
5
 It includes a historical sense 
were the past and the present coexist. The writer, as Eliot argued, is compelled to 
encompass the literature from the past until his own time as if it was in a simultaneous 
order and this historical sense makes the writer traditional and at the same time 
contemporary. 
The relationship of an author‟s work with the previous literature has been 
treated by a variety of theoretical schools and theorists. A brief overview of them will 
be presented in the subsequent paragraphs. In the nineteenth century the concept of 
influence prevailed. The notion of influence refers to the relations of transmission 
from an anterior text to a posterior one. There have been long debates and criticism 
about influence studies mainly for valorising the literary predecessor who is presented 
as a source.
6
 In 1973 Harold Bloom in the book The Anxiety of Influence developed a 
psychoanalytical approach.
7
 According to Bloom the author‟s anxiety of influence is 
related to the notion that everything has been written before him and that his own 
work possesses a state of belatedness. Bloom argues that a precursor might exert 
anxiety of influence on a new poet even if the latter has not read his work. He offers 
as an example the work of Shakespeare, whose worldview and ideology have shaped 
culture after him to such an extent that people are familiar with features of 
Shakespeare‟s work even if they have not read it. The strong poet, in Bloom‟s view, 
writes because he has read poems that he admires so intensively that he wants to 
imitate and exceed them. According to Bloom, the new poet differentiates himself 
                                                          
4
 Eliot 1960: 47-59. 
5
 Eliot 1960: 49. 
6
 Morgan 1985: 2-3. For a discussion of influence studies in relation to the emergence of the 
theories of intertextuality see Clayton & Rothstein 1991: 3-36. 
7
 Bloom 1997. 
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from the source-text by misreading it. In The Anxiety of Influence Bloom has 
classified this misreading in six stages which are “revisionary ratios”: 1) “clinamen”, 
which is a correction of the precursor‟s poem, 2) “tessera”, where the new poet 
completes the poem and gives it another sense, 3) “kenosis”, which is a repetition, 4) 
“daemonization”, where the new poet undermines the uniqueness of the earlier work, 
5) “askesis”, which Bloom describes as the poet‟s “clearest victory in wrestling with 
the mighty dead”8 and 6) “apophrades” or the return of the dead when the precursor 
poets return to the strong poet, something that shows their persistence in the poet. 
The theory of intertextuality views the text as a part of a network of textual 
relations. Its meaning is traced in the realm between the text and the other texts to 
which it refers and connects. The origins of the theory of intertextuality are detected 
in twentieth century linguistics and more particularly in the work of Ferdinand de 
Saussure.
9
 From Saussure‟s analysis of the systematic features of language emerges 
the relational character of meaning and therefore texts. What is more, intertextuality 
originates from the theory of Mikhail Bakhtin about language and literature. In his 
study Problems of Dostoevsky’s Poetics Bakhtin argued that novels such as those of 
Fyodor Dostoevsky do not exhibit a homogenous or “monologic” representation of 
reality but they include a plurality of independent and unmerged voices that coexist 
and interact in terms of polyphony. Bakhtin called this kind of novel “polyphonic”.10 
He also developed the theory of “dialogism” whose basic assumption is that a 
message is uttered as a response to another utterance and it is addressed to a 
prospective speaker. An utterance does not occur in isolation and it does not bear a 
single message. According to Bakhtin, the language is the environment in which 
                                                          
8
 Bloom 1997: 116. 
9
 See Allen 2000: 8-14. 
10
 Bakhtin 1984a: 6. 
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multiple meanings and voices are conveyed and merged. The text engages in a 
network of meanings, systems and relations with other texts. Bakhtin suggested that in 
each character two voices are heard: that of the author and that of the character and 
divided “dialogism” into three major categories. In Bakhtin‟s own words: “All 
devices in the novel for creating the image of a language may be reduced to three 
basic categories: 1) hybridizations, 2) the dialogized interrelation of languages and 3) 
pure dialogues”.11 What also interests us for the exploration of the intertextual nature 
of Kazantzakis‟ novels in Bakhtin‟s theory, is his assessment of the novel as the genre 
par excellence that has a dialogic form. Bakhtin argued that the novel is the only 
genre that can achieve a truly dialogic nature. In the novel the discourses are 
responses to previous responses. For Bakhtin lyric poetry conveys a single perspective 
in the one voice that is expressed whereas in the novel there is not a single 
authoritative voice and it is thus closer to the everyday speech which encompasses a 
variety of discourses. According to Bakhtin, the novel due to its dialogic nature 
incorporates a variety of genres. Moreover, the features of these genres are preserved 
as they are transferred to the novel: 
The novel permits the incorporation of various genres, both artistic (inserted short 
stories, lyrical songs, poems, dramatic scenes, etc.) and extra-artistic (everyday, 
rhetorical, scholarly, religious genres and others). In principle, any genre could be 
included in the construction of the novel, and in fact it is difficult to find any genres 
that have not at some point been incorporated into a novel by someone. Such 
incorporated genres usually preserve within the novel their own structural integrity 
and independence, as well as their own linguistic and stylistic peculiarities.
12
 
                                                          
11
 Bakhtin 1996: 358. 
12
 Bakhtin 1996: 320-321. 
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In the late 1960s Julia Kristeva rediscovered the work of Bakhtin and coined 
the term intertextuality.
13
 In “Word, dialogue and novel” she presented Bakhtin‟s 
Rabelais and his World and Problems of Dostoevsky’s Poetics. According to Kristeva 
a text is not an isolated unit and it is a space where several utterances taken from other 
texts interconnect.
14
 Kristeva made a distinction between the horizontal and vertical 
dimensions of language. On the horizontal axis the text refers to the subject and the 
addressee, while the vertical axis pertains to the anterior or synchronic literature.
15
 For 
Kristeva a text has references in a context that is historical, social, and intertextual. 
With regard to social references Kristeva used the term “ideologeme”, which 
represents the reception of a meaning outside the text.
16
 
The work of Roland Barthes stresses the presence of a subject that traces the 
intertextual relations. For Barthes readers are constantly drawn to new connections of 
texts and therefore the author cannot be the factor of the meaning that the readers 
derive from the text. Barthes has characterised this phenomenon as the “death of the 
Author”.17 In S/Z Barthes viewed intertextuality as a domain of multidisciplinary 
relations and shifted attention to the reader who discovers the text whereas the author 
is considered as a collection of intertexts.
18
 
The reception theory which was developed in the late 1960s focuses on the 
relationship of the text with its addressee, the reader. Wolfgang Iser argued that the 
interpretation of the text is based on the background of the reader and the historical 
circumstances. According to Iser “the interpreter‟s task should be to elucidate the 
                                                          
13
 Kristeva 1980: 36-91. 
14
 Kristeva 1980: 36. 
15
 Kristeva 1980: 66. 
16
 Kristeva 1980: 37. 
17
 Barthes 1977: 142-148. 
18
 Barthes 1974: 211. See Morgan 1985: 18-21. 
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potential meanings of a text, and not to restrict himself to just one”.19 In his study 
Toward an Aesthetic of Reception Hans Robert Jauss made a distinction between the 
ideal reader or “superreader” and a “naïve reader”. Jauss suggested that the ideal 
reader is he who “is not only equipped with the sum total of literary historical 
knowledge available today, but also is capable of consciously registering every 
aesthetic impression and referring it back to the text‟s structure of effect”.20 
Gérard Genette and Michael Riffaterre argued that there are stable elements 
that the critic can draw from literary texts. Genette in Palimpsests presented five 
major categories of what he calls transtextuality, namely the transcendence of texts. 
He viewed intertextuality as a major category which covers the quotation, plagiarism 
and allusion and defined intertextuality as “the actual presence of one text within 
another”.21 The second type of transtextuality is paratextuality which Genette 
described as the relations of the text with the title, subtitle, preface, epigraph, or 
illustrations. The third category is metatextuality which was defined by Genette as the 
relation of commentary of a text with another text. The fourth type of transtextuality 
is hypertextuality which covers the non-commentary relation uniting a text, which 
was called by Genette as the hypertext, with an earlier one, which was characterised 
as the hypotext.
22
 The fifth subcategory involves architextuality which covers the 
relation of a text with literary genres, subgenres or conventions and was viewed by 
Genette as “the entire set of general categories-types of discourse, modes of 
enunciation, literary genres-from which emerges each singular text”.23 
                                                          
19
 Iser 1978: 22. 
20
 Jauss 1982: 144. 
21
 Genette 1997: 1-2. 
22
 Genette 1997: 5. 
23
 Genette 1997: 1. 
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Riffaterre argued that “textuality is inseparable from and founded upon 
intertextuality”.24 He distinguished reading into two successive levels. First, an initial, 
linear reading takes place which is mimetic and then a second, subsequent reading 
which is a retroactive and hermeneutic one.
25
 The reader is obliged to proceed from 
the first to the second level of reading due to “ungrammaticalities” which are 
inconsistencies on a referential level but are clarified once the text is reread in a 
preexisting pattern beyond the text. Riffaterre also presented in practice examples of 
intertextual readings as a close reader of texts. 
Overall, intertextuality can be viewed as a continuation of the influence 
studies in the sense that both concepts pertain to the connection of a text with a 
preexisting corpus of works. Although Kazantzakis‟ work is a pivotal part of Modern 
Greek literature, the examination of its relation to the Modern Greek literary tradition 
has so far been overlooked in the existing secondary bibliography. There is the 
paradox that although Kazantzakis is regarded as one of the major representatives of 
Modern Greek literature, his work is not considered to be integrally connected with it. 
The investigation of this area of study has been a philological desideratum. 
Eratosthenis Kapsomenos
26
 and Roderick Beaton
27
 have observed the lack of studies 
examining Kazantzakis‟ work in the context of Modern Greek literature. 
The long sojourns of the author outside the mainland of Greece and the 
international acclamation of his work were factors that created the misconception that 
Kazantzakis was not in touch with the Modern Greek literary production. Linos 
Politis in A History of Modern Greek Literature noted that Kazantzakis was a 
                                                          
24
 Riffaterre 1980c: 625. 
25
 Riffaterre 1980b: 4-6. 
26
 Kapsomenos 2010a: 337-353. 
27
 Beaton 1999: 176. 
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contemporary of Sikelianos and Varnalis.
28
 He asserted that Kazantzakis had 
distanced himself from Modern Greek intellectual life and his work can hardly be 
placed in the context of Modern Greek literature.
29
 
Dimitris Dimiroulis in “Ο Νίθνο Καδαληδάθεο θαη ε γεληά ηνπ ‟30, ηα ίρλε ηεο 
απνπζίαο” argued that there was no connection between the Generation of the Thirties 
and Kazantzakis.
30
 He pointed out that the Generation of the Thirties appreciated 
Palamas, accepted Sikelianos, it was antagonistic to Cavafy but Kazantzakis was 
foreign to it. Dimiroulis also noted that whereas Theotokas had a positive disposition 
towards Kazantzakis in the years 1939-1944 as is evident in his journal, during 1945-
1946 he rejected Kazantzakis and in his criticism of Ο Υξηζηόο Ξαλαζηαπξώλεηαη 
observed that Kazantzakis expressed neither the Greek people nor Greekness. 
There are studies that view Kazantzakis‟ work in association with elements 
from Greek culture. In the study Ζ Διιεληθή Παξάδνζε ζην Νίθν Καδαληδάθε Nikos 
Matsoukas argued that the content and style of Kazantzakis‟ work reflect the cultural 
tradition of Greece.
31
 Matsoukas associated the recurring motif of the light in 
Kazantzakis‟ tragedies (Πξνκεζέαο, Υξηζηόο, Βνύδαο), in Αζθεηηθή and in the image 
of the sun in the opening and ending of Kazantzakis‟ Οδύζζεηα with the presence of 
the light in the Greek cultural tradition. Moreover, Matsoukas viewed the role of 
freedom in Kazantzakis‟ work in the context of the Christian tradition. Kazantzakis‟ 
work has also been read in relation to the notion of Greekness. Mario Vitti in the 
study Ζ γεληά ηνπ Σξηάληα: Ηδενινγία θαη Μνξθή claimed that Kazantzakis‟ version of 
                                                          
28
 L. Politis 1973: 220-229. 
29
 L. Politis 1973: 220-221. The book was first written in English for a non-Greek readership. 
The same point is made in the Greek edition of the book. L. Politis 1979: 269. 
30
 Dimiroulis 2010: 77-105. 
31
 Matsoukas 1989. 
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Greekness had a Cretan character in comparison to the Generation of the Thirties.
32
 
Alexandra Thalassis in the unpublished PhD thesis Incarnations of Greekness in the 
Greek novel of World War II viewed Kazantzakis‟ novel Βίνο θαη Πνιηηεία ηνπ Αιέμε 
Ενξκπά as a response to the criticism‟s demand for a Greek novel that transcends 
nevertheless stereotypes. According to Thalassis, the essence of Zorbas is that he 
represents an entire way of life and values that encapsulate the continuity of 
Hellenism rendering the novel comparable to Myrivilis‟ Ο Βαζίιεο ν Αξβαλίηεο and 
Venezis‟ Αηνιηθή Γε. 
Vrasidas Karalis in Ο Νίθνο Καδαληδάθεο θαη ην Παιίκςεζην ηεο Ηζηνξίαο 
suggested that Kazantzakis‟ perception of Hellenism is a counterproposal to the 
Generation of the Thirties.
33
 In his examination of Kazantzakis‟ travel book on Morea 
Karalis noted that Kazantzakis regarded Gemistos Plethon, Theodoros Kolokotronis 
and Photis Kondoglou as the representatives of Neohellenism on the grounds that they 
dreamed of a renaissance in an era of decline. According to Karalis this suggestion of 
Kazantzakis is his alternative towards the triangle Erotokritos, Makrygiannis, 
Theophilos that was proposed by the Generation of the Thirties.
34
 Stamatis 
Philippides in the chapter “Λατθφηξνπα ζηνηρεία ζηα κπζηζηνξήκαηα ηνπ 
Καδαληδάθε” detected folk elements in the novels of Kazantzakis and argued that 
Kazantzakis‟ distinguishing characteristic is the combination of lofty with folk 
themes. Philippides also observed that through the juxtaposition of lofty themes with 
folk stories Kazantzakis transforms the historical past in the way that the Magic 
Realism of Gabriel García Marquez did.
35
 
                                                          
32
 Vitti 1984: 205. 
33
 Karalis 1994. 
34
 Karalis 1994: 131-150. 
35
 Philippides 1997: 209-230. 
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The connection of Kazantzakis‟ work with ancient Greek, Byzantine, and 
English literature as well as modern philosophy has been sufficiently studied and 
analysed. Manolis Chalvatzakis in the study Καδαληδάθεο-Νηνζηνγηέθζθη read 
Kazantzakis‟ work in relation to Russian literature and more specifically to Fyodor 
Dostoevsky.
36
 In 2009 Andonis Glytzouris analysed Kazantzakis‟ early theatrical 
plays in the context of the European movements of the avant-garde.
37
 
In the existing bibliography there are studies that investigate the connection of 
Kazantzakis‟ work with the philosophical theory of the French philosopher Henri 
Bergson and the German philosopher Friedrich Nietzsche.
38
 In the chapters “Alexis 
Zorbas: a philosophical interpretation” and “Alexis Zorbas: a political interpretation” 
in the study Politics of the Spirit Peter Bien examined Kazantzakis‟ novel from a 
philosophical and political perspective.
39
 According to Bien, the novel is a parable of 
the fusion of the clashing Eastern and Western forces that Nietzsche and Kazantzakis 
perceived as Greek. In the political interpretation Bien employed the term “mellowed 
nationalism” and pointed out that Zorbas introduces a new patriotism leading the 
narrator to a modern Greekness that embraces the values that had made the Greek 
nation to endure the hardships of war. In the chapter “O Kapetan Michalis: an epic 
manqué” Bien argued that the connection of the novel with Homer‟s Iliad created a 
generic confusion to the novel on the grounds that the epic element has been 
juxtaposed to conventions deriving from different genres such as realism and 
psychological narrations.
40
 Bien viewed a discrepancy in the patriotic orientation and 
                                                          
36
 Chalvatzakis 1957. See also Pouliopoulos 1972. 
37
 Glytzouris 2009. 
38
 See P. Bien 1989: 23-53. 
39
 Bien 2007: 144-164. For an analysis of the connection of Kazantzakis‟ work with the 
philosophical theory of Nietzsche also see Bien 1989, Konidari-Phavi 2008 and Mc Donough 
1978. 
40
 Bien 2007: 372-393. 
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the personal aspirations of the main hero and noted that it stems from the fact that 
Kazantzakis was not an adherent of patriotism in 1949-1950 when he was writing the 
novel. 
The connection of Kazantzakis‟ work with ancient Greek literature and culture 
was analysed by Giorgos Stamatiou in the study Ο Καδαληδάθεο θαη νη Αξραίνη.41 The 
parallels of Kazantzakis‟ novel, Ο Καπεηάλ Μηράιεο, with Homer‟s Iliad were 
examined by Elizabeth Constantinides in the article “Kazantzakis and the Cretan 
hero”.42 In the paper “The Relation of Kazantzakis‟s Kapetan Michalis to Homer‟s 
Iliad and Shakespeare‟s Othello” Michael Paschalis investigated the connection of 
Kapetan Michalis, Emine, and Nouri Bay with the Homeric Achilles, Briseis, Helen 
and Hector and also the linking of Emine‟s murder by kapetan Michalis with 
Shakespeare‟s Othello.43 In the paper “Ζ θπνθνξία ηνπ Ενξκπά θαη νη ηέζζεξεηο 
καίεο ηνπ: ΋κεξνο, Πιάησλαο, Γάληεο, ΢αίμπεξ” Paschalis traced the sources of the 
novel Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά in autobiographical comments of 
Kazantzakis and examined the connection of the novel with texts of ancient Greek, 
Italian and English literature: Homer‟s Odyssey, Plato‟s Republic, Dante‟s Divine 
Comedy and Shakespeare‟s The Tempest.44 
The connection of Kazantzakis‟ work with Byzantine literature and culture 
was explored by Theocharis Detorakis in the paper “Ο Καδαληδάθεο θαη ην 
Βπδάληην”.45 Kazantzakis had studied Byzantine lives of saints as he noted in 
Αλαθνξά ζηνλ Γθξέθν and ΢πκπόζην. Detorakis pointed out that Kazantzakis had a 
                                                          
41
 Stamatiou 1983. 
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strong interest in the ascetic life and had read Byzantine hymns as well as selected 
studies on hymnography. According to Detorakis, characteristic examples of the 
Byzantine literature and culture on Kazantzakis‟ work are the allusions to hymns, his 
own composition of a hymn, and his unfulfilled plan to compose an epic on Akritas. 
Detorakis in the paper “Σν δεκνηηθφ ηξαγνχδη ζηελ Οδύζζεηα ηνπ Καδαληδάθε” 
examined the presence of folk poetry on Kazantzakis‟ epic Οδύζζεηα.46 He detected 
quotations of lines, and also parallel elements of technique such as repetitions of 
words and motifs that are characteristically found in folk songs. 
In the paper “Minoans in Modern Greek literature” Roderick Beaton 
investigated the literary appropriation of the Minoan past in the work of Kazantzakis, 
Ritsos, Elytis, Diktaios, Kalokyris and Galanaki all of whom except Ritsos were born 
on Crete and spent their adult life away from Crete.
47
 Beaton argued that Greek 
authors of the 20th century did not acknowledge in their work archaeological 
evidence showing the differences between the Minoan and later Greek civilisation but 
aimed to expand the definition of Hellenism by including the Minoan culture as a part 
of Greek tradition. Therefore, the literary treatment of the Minoans contributed to a 
redefinition of Hellenic identity rather than an expression of local Cretan identity. In 
the book Ο Καδαληδάθεο Μνληεξληζηήο θαη Μεηακνληέξλνο Beaton read Kazantzakis‟ 
literary work in the light of modernism and postmodernism. He argued that Ο Υξηζηόο 
Ξαλαζηαπξώλεηαη is based on the modernist “mythical method” of James Joyce that 
can also be detected in Seferis, Theotokas and Stratis Tsirkas and he examined the 
novel Ο Καπεηάλ Μηράιεο beyond the message of national ideology and the 
conventions of realism anticipating postmodernism. According to Beaton, this 
alternative reality that anticipates postmodernism is the key in the interpretation of Ο 
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Σειεπηαίνο Πεηξαζκόο and in the last chapter of the book he presented an analysis of 
Kazantzakis‟ poetics noting parallels with the poetics of Palamas and representatives 
of Greek modernism. Beaton noted that the novel Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά 
bears common characteristics with the Greek literature of the Metaxas and 
Occupation years that renewed ethography and was in search of Greekness. In 
Introduction to Modern Greek Literature Beaton presented features of Kazantzakis‟ 
work in the context of Modern Greek literature.
48
 He pointed out that Kazantzakis 
also shares common elements with the poetry and ideology of Sikelianos regarding 
spirituality, asceticism and deliverance and argued that in Kazantzakis‟ magnum opus 
Οδύζζεηα, the epic synthesis of the legacy of Palamas reached its peak. 
Panos Karavias observed affinities in the thought of Kazantzakis and 
Dragoumis‟ literary works ΢ακνζξάθε, ΢ηακάηεκα, Όζνη δσληαλνί, Μαξηύξσλ θαη 
Ζξώσλ Αίκα.49 According to Karavias, the theories of Nietzsche, Barrès, Bergson and 
Buddha were assimilated by Dragoumis and Kazantzakis who reworked them and 
incorporated them into the expression of their own ideological orientation. Giorgos 
Kechagioglou in “Μεξηθέο παξαηεξήζεηο θαη ζθέςεηο κε αθνξκή ηε κεζναζηαηηθή 
θαη απσαλαηνιηθή γξακκαηεηαθή δηάζηαζε ζηνλ Νίθν Καδαληδάθε” examined 
Kazantzakis‟ appropriation of the philosophy, literature and work of the Eastern 
culture in parallel with other Modern Greek writers.
50
 He noted that Palamas of the 
late 1880s was influenced by the literature of India in the short story “Σα κάηηα ηνπ 
Κνπλάια”, in Αζάιεπηε Εσή, the sonnet “ηα ιφγηα ηνπ Κξηζλά”, Γσδεθάινγνο ηνπ 
Γύθηνπ, Ζ Φινγέξα ηνπ Βαζηιηά and in Βσκνί. 
                                                          
48
 Beaton 1999: 118-123, 175-178. 
49
 Karavias 1979: 143-152. 
50
 Kechagioglou 2011: 159-179. 
20 
 
There are studies in which the convergence of Kazantzakis‟ work with Greek 
ethography has been noted. In the paper “Σν θσκηθφ ζηνηρείν ζηνλ «Καπεηάλ 
Μηράιε»” Giorgis Manousakis examined a number of characters portrayed as 
caricatures in humorous narratives of their lives in Megalo Kastro.
51
 According to 
Manousakis, Kazantzakis apart from presenting the heroic aspect of characters does 
not hesitate to parody them. Manousakis observed an irony towards the characters and 
at the same time the depiction of their human aspects that is comparable to Ioannis 
Kondylakis‟ Ο Παηνύραο. Michalis Meraklis in the article “Ξαλαδηαβάδνληαο ηνλ 
Ενξκπά: ε θηινζνθηθή εζνγξαθία ηνπ Νίθνπ Καδαληδάθε” pointed out that Βίνο θαη 
Πνιηηεία ηνπ Αιέμε Ενξκπά is an ethography set on the island of Crete depicting its 
landscape, seascape, language and customs.
52
 Meraklis argued that Kazantzakis‟ 
philosophy is characterised by a simplicity that is in accordance with that of 
ethography. Henri Tonnet in the chapter “Σα κπζηζηνξήκαηα ηνπ Καδαληδάθε (1946-
1954): κηα χζηαηε έθθξαζε ηεο εζνγξαθίαο” in the study Ηζηνξία ηνπ Διιεληθνύ 
Μπζηζηνξήκαηνο argued that Kazantzakis‟ novels are connected with ethography.53 
Tonnet claimed that Kazantzakis‟ work is comparable to that of Drosinis, Karkavitsas 
and Kondylakis.  
There are articles tracing the relationship of Kazantzakis with fellow writers 
from his circle such as Galateia Kazantzaki, who was his first wife, Pandelis 
Prevelakis and Angelos Sikelianos. Varvara Georgopoulou in the essay “Γαιάηεηα 
Αιεμίνπ-Νίθνο Καδαληδάθεο: έλαο δηάινγνο έξσηα θαη δεκηνπξγίαο” explored the 
connection of Galateia and Nikos Kazantzakis.
54
 Georgopoulou noted that in 1909 
Kazantzakis dedicated Όθηο θαη Κξίλν to Galateia and published a criticism of her 
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own novella Ridi Pagliaccio in Ο Ννπκάο. The same scholar argued that the character 
Lalo in Kazantzakis‟ play Ξεκεξώλεη refers to Galateia because Lalo was the 
pseudonym of Galateia (Lalo de Castro). Georgopoulou observed affinities between 
Kazantzakis‟ play Ο Οζέιινο Ξαλαγπξίδεη and Galateia‟s play ΢πκπιεγάδεο and read 
the novel Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά as an attempt of Kazantzakis to 
approach the earthly world of Galateia although his view was that of the intellectual, 
something that Galateia criticised in Άλζξσπνη θαη Τπεξάλζξσπνη in 1957. 
Pandelis Prevelakis in the chapter “Σν Υξνληθφ κηαο θηιίαο” in the book 
Άγγεινο ΢ηθειηαλόο offered a chronicle of Kazantzakis‟ relation with Sikelianos.55 He 
highlighted the importance of their visit to Mount Athos for their spiritual 
development but also their consequent detachment. Prevelakis observed that 
Kazantzakis used to praise the poetic talent of Sikelianos characterising him a great, 
worldwide poet. Prevelakis also noted that Kazantzakis dedicated to Sikelianos a 
canto entitled “Ζ ηεξηζίλα” as well as his translation of Dante‟s Divine Comedy and 
Sikelianos dedicated to Kazantzakis the play Ο Γαίδαινο ζηελ Κξήηε. 
The affinities between the work of Prevelakis and Kazantzakis have been 
examined by critics. Andonis Decavalles in “Καδαληδάθεο θαη Πξεβειάθεο: δπν 
Κξεηηθέο θσλέο” viewed the Cretan origins as a common point of reference for the 
two writers but also detected divergences in their thought and work.
56
 He remarked 
that Kazantzakis wrote his novels after his epic, Οδύζζεηα, whereas in Prevelakis‟ 
case his epic Ο Νένο Δξσηόθξηηνο was written after his novels. Decavalles noted that 
the struggle for the liberation of Crete of Kazantzakis‟ Ο Καπεηάλ Μηράιεο comes 
after the writing of Prevelakis‟ Παληέξκε Κξήηε and Ο Κξεηηθόο. Giorgis Manousakis 
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in the paper “Ζ Μαληάκ Οξηάλο θαη ηα ηέζζεξα ινγνηερληθά πνξηξαίηα ηεο” 
observed that the first literary appearance of Madame Hortense is in Prevelakis‟ 
novella Σν Υξνληθό κηαο Πνιηηείαο in 1938, the year of her death.57 According to 
Manousakis, in Prevelakis‟ story Madame Hortense and the admirals reflect the moral 
corrosion of the Western world in contrast with the morality of the local society and 
in the end Madame Hortense conforms to the morals of the village. Manousakis 
argued that in Kazantzakis‟ novel Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά Hortense has a 
smoother transition from her life with the admirals to a regular life than in Prevelakis‟ 
text and that her death, after the death of the widow, is the tragic end of the comic 
melodrama in the last phase of her life. Aris Diktaios‟ poem does not express moral 
decline and Hortense is depicted as the paradigm of pleasure according to 
Manousakis. The same scholar argued that in Galateia Kazantzaki‟s short story the 
narration does not focus on the past of Madame Hortense but to her present and she 
becomes a guerilla denouncing her past in France of the belle époque. Athina 
Vouyouca in “Nikos Kazantzaki et Pandelis Prevelakis: des chemins croisés” traced 
similarities between Prevelakis and Kazantzakis in their interest in the demotic 
language as well as the depiction of Crete‟s people and customs which is manifest in 
Prevelakis‟ Σν Υξνληθό κηαο Πνιηηείαο, Ο Κξεηηθόο, and in Kazantzakis‟ Ο Καπεηάλ 
Μηράιεο.58 Vouyouca also noted the different views of the two authors on a 
philosophical and political level and argued that for Prevelakis Crete is a symbol of 
national freedom whereas for Kazantzakis it represents freedom of a worldwide 
character. Michael Paschalis in “Μχζνο θαη ηζηνξία ζηνλ Πξεβειάθε ή ν ηζηφο ηεο 
αξάρλεο” noted that Prevelakis was considering himself the first national writer of 
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fiction of Greece with the only exception perhaps of Makrygiannis.
59
 Paschalis argued 
that Prevelakis was acknowledging Kazantzakis as a mentor but he did not encourage 
comparisons between their works and noted that Prevelakis would stress that 
Kazantzakis followed Prevelakis‟ depiction of Crete since he developed it in his own 
work after Prevelakis. Chrysa Damianaki in “Ζ δηαθνξεηηθή «αλάβαζε ηεο ςπρήο» 
ησλ δπν Κξεηηθψλ ζπγγξαθέσλ Νίθνπ Καδαληδάθε θαη Παληειή Πξεβειάθε” 
observed that Prevelakis was for many years a strong supporter in Kazantzakis‟ search 
for demotic words sending him rare words that he would then incorporate into his 
work.
60
 Damianaki argued that Kazantzakis‟ metaphysical struggle made Prevelakis 
to distance himself from Kazantzakis in the late 1950s, an attitude that changed after 
Kazantzakis‟ death. Finally, she referred to the interest of both writers in Crete and its 
presence in their literary work. 
In the essay “Ο Υξηζηφο μαλαζηαπξψλεηαη ζηα ρξφληα ηνπ Δκθπιίνπ” Angela 
Kastrinaki examined the theme of the crucifixion in the civil war years and read 
Kazantzakis‟ Ο Υξηζηόο Ξαλαζηαπξώλεηαη in association with Sikelianos‟ play Ο 
Υξηζηόο ζηε Ρώκε (1946).61 Kastrinaki pointed out that both authors use the metaphor 
of crucifixion in a distant or close past which becomes reality and another person 
takes the role of Christ. According to Kastrinaki, there are also divergences in the two 
works on the grounds that Kazantzakis depicts a civil riot between Greeks whereas 
Sikelianos shows the struggle of the Greeks and Hebrews against Rome.
62
 Kastrinaki 
also noted that in 1948 Sikelianos returned to this theme with a Digenis-Christ, a 
warrior reflecting the civil conflict in Ο Θάλαηνο ηνπ Γηγελή, and Kazantzakis in the 
novel Ο Σειεπηαίνο Πεηξαζκόο.  
                                                          
59
 Paschalis 2009: 1002-1003. 
60
 Damianaki 2010: 81-97.  
61
 Kastrinaki 2002: 348-366. 
62
 Kastrinaki 2002: 359. 
24 
 
The relationship of Kazantzakis and Theotokas was investigated by Renée 
Richer in the article “Deux hommes de theatre: Kazantzaki et Theotokas” starting 
from Theotokas‟ criticism of Kazantzakis‟ Οδύζζεηα.63 Richer noted that it was the 
reading of Theotokas‟ play Αληάξα ζη’ Αλάπιη that inspired Kazantzakis to write the 
play Καπνδίζηξηαο. Although appropriating the same theme, its depiction has 
differences according to Richer since Theotokas wanted to represent the idea of a 
synthesis of Hellenism whereas Kazantzakis‟ play does not revolve around an idea but 
a main character and his exceptional destiny. Dimitris Tziovas in the essay 
“Ρεαιηζκφο θαη παξαπιαλεηηθή ηέρλε: Ο Υξηζηόο μαλαζηαπξώλεηαη, ν Θενηνθάο θαη ε 
αξηζηεξά” pointed out that the critics of the left wing detected a turn to realism in 
Kazantzakis‟ novel that could not be found in his previous works.64 Ο Υξηζηόο 
Ξαλαζηαπξώλεηαη is a culmination of social realism and this was stressed in the 
theatrical and cinema adaptations of the novel. Tziovas noted that the long 
relationship of Theotokas and Kazantzakis ended when Kazantzakis thought that 
Theotokas did not support the staging of his play Καπνδίζηξηαο. In Ο Μύζνο ηεο 
Γεληάο ηνπ Σξηάληα. Νενηεξηθόηεηα, Διιεληθόηεηα θαη Πνιηηηζκηθή Ηδενινγία Tziovas 
observed the general silence of the Generation of the Thirties towards the work of 
Kazantzakis and remarked that Kazantzakis‟ version of Greekness is a fusion of the 
local and the cosmopolitan element as well as the traditional and the modern. 
However, the Generation of the Thirties was distant from his work and his version of 
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Pavlos Tzermias in the study Ο Πνιηηηθόο Νίθνο Καδαληδάθεο argued that 
Kazantzakis‟ view of Cavafy as a poet of decadence in 1927 converges with the 
opinion of the left wing about Cavafy and offered the opinion of Vasilis Rotas as an 
example.
66
 Tzermias noted that Kazantzakis combines praises and reproaches that 
echo the criticism of the Marxists regarding Cavafy such as Michalis Papaioannou or 
Stratis Tsirkas and observed that Cavafy and Kazantzakis converge in “Ηζάθε” and in 
Οδύζζεηα because in both works the ultimate goal is the journey itself. He suggested 
that Cavafy‟s view of Hellenism is characterised by nationalism with ecumenical 
elements whereas Kazantzakis advocates nationalism with aristocratic elements 
converging with the views of Dragoumis. 
Georgia Kakourou-Chroni in the study Νίθνο Καδαληδάθεο Νηθεθόξνο 
Βξεηηάθνο. Γπν Γεκηνπξγνί ΢πλνκηινύλ Μέζα από ην Έξγν ηνπο noted that although 
Kazantzakis and Vrettakos had never met their works show affinities culminating in 
Vrettakos‟ study of the work of Kazantzakis entitled Νίθνο Καδαληδάθεο ε Αγσλία ηνπ 
θαη ην Έξγν ηνπ.67 Kakourou viewed Kazantzakis‟ Αζθεηηθή and Vrettakos‟ Γπν 
Άλζξσπνη Μηινύλ γηα ηελ Δηξήλε ηνπ Κόζκνπ as manifestos. She detected 
convergences in Kazantzakis‟ Οδύζζεηα and Vrettakos‟ Σν Σαμίδη ηνπ Αξράγγεινπ 
with regard to the theme of the journey as well as divergences in style. The same 
scholar presented a comparative reading of the role of Prometheus and Mt. Taygetos 
in the work of the two authors. According to Kakourou, Vrettakos proved an apt critic 
of Kazantzakis‟ work and although Οη Αδεξθνθάδεο and Αλαθνξά ζηνλ Γθξέθν were 
published after Vrettakos‟ study, they affirm Vrettakos‟ view that Kazantzakis 
adopted a more humane and earthy worldview at the end of his life. 
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Common characteristics in the life and work of Kazantzakis and Elytis and in 
particular on the influence of Kazantzakis on Elytis were examined by Christos 
Saltapidas in the article “Nikos Kazantzaki et Odysseus Elytis”.68 Saltapidas argued 
that French letters and thought were crucial for both Kazantzakis and Elytis 
(especially Henri Bergson and Paul Eluard). In 1975 Elytis declared that as Αζθεηηθή 
was a point of reference in the entire work of Kazantzakis, Μηθξόο Ναπηίινο has the 
same importance among his intellectual production. Saltapidas added that the 
difference is that Kazantzakis wrote Αζθεηηθή before producing his mature work 
whereas Μηθξόο Ναπηίινο was written by Elytis after his mature poetic production. In 
the paper “Ν. Καδαληδάθεο-Ο. Διχηεο: εθιεθηηθέο ζπγγέλεηεο” Giorgis 
Giatromanolakis observed that in his Nobel Prize speech Elytis mentioned 
Kazantzakis as one of the greatest Modern Greek poets whereas Seferis in his Nobel 
Prize speech did not refer to Modern Greek authors.
69
 Giatromanolakis also cited the 
criticism of Nikolareizis and Savvidis that had spotted similarities between 
Kazantzakis‟ Οδύζζεηα and Elytis‟ Άμηνλ Δζηί and Άζκα Ζξσηθό θαη Πέλζηκν γηα ηνλ 
Υακέλν Αλζππνινραγό ηεο Αιβαλίαο. Giatromanolakis attributed their parallels to their 
common exposure to Cretan culture as both Kazantzakis and Elytis were born in 
Heraklion (as Elytis mentions the places “εθηά κπαιηάδεο”, “Μέγαο Κνχιεο” and 
“κπεληέληα” of Heraklion in Genesis of Άμηνλ Δζηί). Giatromanolakis noted the 
coinage of words by both authors that is often described as taking place within dreams 
and also remarked Elytis‟ words that Μηθξόο Ναπηίινο has the pivotal place in his 
work as that of Αζθεηηθή in Kazantzakis‟ work. 
In the existing secondary bibliography about the work of Kazantzakis, 
however, there are no studies treating as a whole the phenomenon of the intertextual 
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relationship of his fiction with the Modern Greek literary tradition. This thesis aims to 
present a comprehensive approach to the engagement of Kazantzakis with Modern 
Greek literature and analyse the relation of his major novels to it. The thesis has the 
following structure which is organised into five chapters. The first chapter explores 
the activity of Kazantzakis as a reader of Modern Greek literature. First, an overview 
of his reading interests in successive periods of his life is presented. Then, the critical 
views that Kazantzakis expressed about authors and works of Modern Greek literature 
are being examined. Sources that have been used for this chapter are his essays, 
letters, interviews and books of his library. The second chapter moves from the 
exploration of the works that Kazantzakis read and commented on as a reader to the 
analysis of the first major novel that he wrote in the early 1940s, Βίνο θαη Πνιηηεία 
ηνπ Αιέμε Ενξκπά. It explores its connection with works from the folk and literary 
tradition and examines the function of their integration in the novel. The third chapter 
argues that the Modern Greek works with which Ο Υξηζηόο Ξαλαζηαπξώλεηαη is 
connected underscore the concept of recurrence that is developed as a theme in the 
novel. The fourth chapter analyses the quotations and narrative allusions in Ο 
Καπεηάλ Μηράιεο and examines through close readings the affinities in the depiction 
of the characters Thrasaki, Polyxingis and Kapetan Michalis with previous works of 
Modern Greek literature. The fifth chapter focuses on Ο Σειεπηαίνο Πεηξαζκόο. It is 
argued that the themes that are being developed had been treated before in earlier 
works of Modern Greek literature but the novel also introduces innovations. 
This thesis presents for the first time a comprehensive analysis of the 
prerequisite acquaintance of Kazantzakis with Modern Greek literature and the 
methods through which the novels that the author produced are related to it. 
Therefore, it aims to show how works of the Modern Greek literary tradition have 
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been rewritten in the new context of Kazantzakis‟ major novels and also that his 
novels acquire new perspectives for interpretation through the detection of their 

















1. Kazantzakis as a reader of Modern Greek Literature 
  
The objectives of this chapter are first, to present an overview of Kazantzakis‟ 
acquaintance with Modern Greek literature as a reader and second, to examine his 
critical evaluations of texts from the epic of Γηγελήο Αθξίηεο up to the Greek literature 
of his own lifetime. Sources from which information about his reading interests and 
evaluations are gleaned are: books that are included in his library as well as 
Kazantzakis‟ letters, essays, and interviews in which he commented upon Modern 
Greek literature. The aim of the overview is to demonstrate that Kazantzakis had a 
profound engagement with the Modern Greek literary tradition as a reader and that he 
had accumulated a wide knowledge about it when he produced the major novels of his 
maturity in the decades of 1940 and 1950.  
 
1.1. KAZANTZAKIS‟ ENGAGEMENT WITH MODERN GREEK LITERATURE 
Kazantzakis was an avid reader of literature. Traces of his eagerness for 
reading Modern Greek literature can be detected since his early years. A vivid image 
of his reading interests when he was a student of Law at the University of Athens was 
drawn by Kazantzakis in a letter to Andonis Anemogiannis on 19 December 1902. 
Kazantzakis said:  
Καη πξνζπαζψ λα δηψμσ ηνπο πνηεηέο απφ ην γξαθείν κνπ, ηελ πνίεζη απφ ηελ 
θαξδηά κνπ, ν Παξάζρνο λα ππνρσξήζε ζηνλ Γεκαξά, ν Οπγθψ ζηνλ Savigny, ν 
Λακαξηίλνο ζηνλ Jhering, ε πνίεζηο ζηελ πξαγκαηηθφηεηα θαη φκσο! Μπξνζηά κνπ 
30 
 
ζηελ ψξα πνπ ΢νπ γξάθσ είλαη αλνηρηφο ν Γάληεο θαη ν Manzoni, ελψ ην γξαθείν 
κνπ ζηνιίδεηαη απφ ηνλ Οπγθψ θαη ηνλ ΢νισκφ…70 
From this excerpt we obtain the information that in the early 1900s 
Kazantzakis‟ attention as a reader was drawn to the literary work of Dante Alighieri, 
Alessandro Manzoni, Victor Hugo and Dionysios Solomos. Moreover, he was 
interested in the poetry of Achilleas Paraschos, whose work was connected with the 
movement of romanticism. At that time Kazantzakis viewed favourably the poets and 
authors of romanticism, although he will later distance himself from the movement.
71
 
In 1906 while Kazantzakis was still a student he wrote and published Όθηο θαη 
Κξίλν and in 1907 the play Ξεκεξώλεη. After completing his graduate studies in Paris, 
he published in the journals Νέα Εσή and Ο Ννπκάο a series of critical reviews 
regarding recently published Greek books.
72
 These reviews were published in 1909 
and 1910 and were signed by Kazantzakis with the pen names Πέηξνο Φεινξείηεο 
and Κάξκα Νηξβακή.73 Literary works that were examined in Kazantzakis‟ critical 
reviews were novellas, poems and plays by Galateia Kazantzaki, Pavlos Nirvanas, 
Sotiris Skipis, Spyros Melas, Ion Dragoumis, Kostas Paroritis, and Jean Moréas.
74
 
The series of Kazantzakis‟ reviews contained a presentation of the plot of the 
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examined work, an analysis of its ideological perceptions and a critical evaluation of 
its merits and flaws. There were also expressions of his aesthetic perceptions on art 
and literature and comparative readings of the works with Greek folk poetry, the 
poetry of Kostis Palamas and Solomos as well as fiction by Andreas Karkavitsas. 
Kazantzakis seemed to be writing these book reviews as a man of letters who had also 
published literary works. At the beginning of the twentieth century it was not 
uncommon for writers to operate as critics like Palamas and Grigorios Xenopoulos.
75
 
Later, in the decade of the 1920s Kazantzakis travelled to France, Austria, 
Germany, Italy and the Soviet Union. During his journeys abroad he was seeking to 
gain access to books that were being published in Greece. For instance, on 1 
September 1922 during his travel in Russia he wrote to Galateia Kazantzaki: “Αλ 
θαλέλα ειιεληθφ βηβιίν βγήθε, ζηείιε κνπ ρσξίο άιιν”.76 A similar comment was 
expressed by Kazantzakis in the following year (March-April 1923) when said to her: 
“ζηέιλε κνπ φ,ηη ειιεληθφ βηβιίν”.77 Such passages of the early 1920s demonstrate 
Kazantzakis‟ interest in being acquainted with the contemporary literary production of 
Greece. 
Furthermore, during his sojourns outside Greece in the decade of the 1920s 
Kazantzakis would request to acquire specific Modern Greek literary books that he 
considered to be relevant to the work that he was writing. In 1929, when he was 
drafting the novel Kapétan Élia which was settled in Crete,
78
 he asked several 
correspondents of his to send him related literary books and studies. On 6 July 1929 
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he wrote to Prevelakis from Gottesgab: “Έγξαςα ηεο αδεξθήο κνπ λα κνπ ζηείιεη ηνλ 
Κξεηηθό Γάκν ηνπ [Παχινπ] Βιαζηνχ θαη ηα Κξεη[ηθά] δεκνη[ηθά] ηξαγ[νχδηα]. 
Δπίζεο ην βηβιίν ηεο Γαιάη[εηαο]. ΢αο παξαθαιψ ζηείιεηέ κνπ αλ έρεηε ηίπνηα 
βνήζεκα γηα ηελ Κξήηε: έζηκα, επεηζφδηα, ηζηνξίεο ηξαγηθέο…”.79 A few days later, 
on 12 July 1929 he also asked Charilaos Stephanidis to send him Georgios Marandis‟ 
ethographic novella Σν Μηρειηό, Galateia Kazantzaki‟s and Ioannis Kondylakis‟ 
stories and explained to him: “my book will be a novel, and I‟m interested in 
whatever relates to the Cretan soul”.80 Although the draft of the novel Kapétan Élia 
was eventually torn up by Kazantzakis, material from these sources was incorporated 
into the novels that he wrote later in the 1940s and 1950s. 
His interest in Cretan literature is also reflected in the collection of books that 
are found in Kazantzakis‟ library. His library contains a copy of the Cretan comedy 
Φνξηνπλάηνο by Markos Andonios Phoskolos which was edited by Stephanos 
Xanthoudidis in 1922,
81
 and a copy of the anthology of works of the Cretan 
Renaissance from the 15
th
 until the 17
th
 century that was edited by Stylianos Alexiou 
including notes and underlining.
82
 Kazantzakis‟ library also comprises offprint articles 
by Manousos Manousakas which were published in the journal Κξεηηθά Υξνληθά in 
1947 (Αλέθδνηα Ηληεξκέδηα ηνπ «Κξεηηθνύ Θεάηξνπ» and Εεηήκαηα ηνπ Κξεηηθνύ 
Θεάηξνπ).83 Moreover, in the library of the author we find a copy of Xanthoudidis‟ 
study Ζ Δλεηνθξαηία ελ Κξήηε θαη νη θαηά ησλ Δλεηώλ Αγώλεο ησλ Κξεηώλ which 
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In 1928 when he was in Moscow he attempted to write a study with Panaït 
Istrati on contemporary Greece. For this purpose he asked Prevelakis to send him 
Aristos Kabanis‟ Ηζηνξία ηεο Nέαο Διιεληθήο Λνγνηερλίαο (1000 κ.Υ.-1900) which 
had been printed in Cairo three years earlier (1925) and was written from the 
perspective of demoticism.
85
 In the next year (16 March 1929), Kazantzakis published 
in the French journal Monde an overview of Modern Greek literature entitled “La 
littérature grecque contemporaine”.86 This essay commenced with a presentation of 
the Greek language question developing the arguments of the demoticists on the one 
hand and those of the purists on the other hand. The major representatives of the 
contemporary literature of Greece were also presented with references to the poetry of 
Solomos, Aristotelis Valaoritis, Palamas, Angelos Sikelianos and Kostas Varnalis as 
well as the fiction of Galateia Kazantzaki and Konstandinos Theotokis. 
Traces of a Greek anthology of writers are also found in Kazantzakis‟ 
notebooks which can be viewed as a manifestation of his choices among Modern 
Greek literature. In a notebook entitled Exercise Book No 2, Seeds Kazantzakis had 
written the following names of poets: “Άγξαο, Αιεμίνπ Λ., Απγέξεο, Βαιασξίηεο, 
Βάξλαιεο, Βηδπελφο, Βιαζηφο, Γξππάξεο, Δθηαιηψηεο, Καβάθεο, Κάιβνο, 
Καξπσηάθεο, Μαβίιεο, Μαιαθάζεο, Μειαρξηλφο, Παιακάο, Παπαλησλίνπ, 
Πνιπιάο, Πνξθχξαο, Πξεβειάθεο, Ρίηζνο, ΢εθέξεο, ΢ηθειηαλφο, ΢θίπεο, 
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΢νισκφο”.87 This compilation of names of the established writers of the time reflects 
Kazantzakis‟ selections of the representatives from Modern Greek literature that he 
regarded as most interesting. 
In the decade of the 1920s Kazantzakis was reading Modern Greek literature 
and he was also writing essays about it along with the production of his own literary 
work. This activity, however, temporarily subsided in the decade of the 1930s when 
he was mainly occupied with the writing of Οδύζζεηα, the epic consisting of 33.333 
verses that he wrote in eight drafts from 1924 until its publication in 1938. During 
the period that preceded the printing of Οδύζζεηα Kazantzakis did not seem to be 
reading extensively. He attested to this tendency in an interview with Loukas Darakis 
which was published in March 1935.
88
 When Darakis asked: “Πψο βιέπεηε ηε 
θηινινγηθή καο παξαγσγή ζηα ηειεπηαία ρξφληα;”, Kazantzakis replied that he was 
not reading literature at that time: „Γελ ηελ παξαθνινπζψ. Σα βηβιία δελ κνπ είλε πηα 
γφληκα. Πέξαζε ε επνρή πνπ δεηνχζα απ‟ απηά γλψζη θαη βνήζεηα”.89 Kazantzakis 
recognised that he was previously viewing books as sources for “knowledge and 
help” but not at the time when he gave this interview. It is interesting that the year 
1935, when he made this statement, proved to be an annus mirabilis for Modern 
Greek literature. In that year Giorgos Seferis published Μπζηζηόξεκα, Andreas 
Ebeirikos printed the surrealist Τςηθάκηλνο and Odysseas Elytis published his first 
poems in the journal Σα Νέα Γξάκκαηα. Moreover, 1935 was the year that saw the 
first collected edition of the poems by C. P. Cavafy. 
Kazantzakis‟ reading interest in Modern Greek literature was soon renewed. 
It is characteristic that his library contains a 1937 review by Elli Labridi which 
                                                          
87
 Prevelakis 1984a: 172-173. 
88
 Darakis 1935. 
89
 Darakis 1935. 
35 
 
examined the Greek literary production of the last fifty years including notes.
90
 From 
the early 1940s onwards, he was following the literary production of the established 
writers of the time while he was also reading selectively the works of younger poets 
and novelists. His renewed intensive reading of Modern Greek literature more or less 
coincided with the writing of the first major novel of his maturity, Βίνο θαη Πνιηηεία 
ηνπ Αιέμε Ενξκπά. Kazantzakis wrote the novel in two installments between 1941 
and 1943 in Aegina during the Axis Occupation of Greece.
91
 From 1942 he was 
working on the translation of Homer‟s Odyssey in collaboration with I. Th. Kakridis. 
At that time Kazantzakis read Medieval and Modern Greek literary texts so as to 
derive words from them that could be incorporated into the translation. Some of the 
texts that he read during that period were the poems by Ptochoprodromos, Υξνληθόλ 
ηνπ Μσξέσο, Γηγελήο Αθξίηεο, Δξσηόθξηηνο, Makrygiannis‟ Απνκλεκνλεύκαηα and 
Kolokotronis‟ memoirs edited by Georgios Tertsetis.92 From Kazantzakis‟ 
correspondence with Kakridis it emerges that he received in Aegina the books that he 
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was requesting to read and afterwards he was returning them to Kakridis.
93
 Hence, 
these books are not currently present in Kazantzakis‟ library. 
In 1946 Kazantzakis moved from Aegina to France where he remained until 
his death in 1957. There he wrote the rest of the major novels of that period. From 
July to September 1948 in Antibes he wrote the novel Ο Υξηζηόο Ξαλαζηαπξώλεηαη. 
A few months earlier (30 March 1948), he had delivered a paper on Modern Greek 
literature in Paris in the “Congrès International de Littérature”. The sixteen-page 
paper entitled “La Liberté dans la Littérature Néo-grecque” was a study exploring the 
theme of freedom in Modern Greek literature, a theme that we recurrently encounter 
in Kazantzakis‟ own work.94 His paper commenced with the examination of the 
notion of freedom in the folk poetry of the fall of Constantinople and proceeded to its 
exploration until the literature of the 1940s referring also to the contemporary Greek 
history and the civil war that was raging in Greece. 
In 1949-1950 Kazantzakis wrote the historical novel Ο Καπεηάλ Μηράιεο 
which is set in Crete. From his correspondence with Prevelakis we know that before 
he started writing the novel Kazantzakis reread Prevelakis‟ fiction pertaining to Crete. 
On 2 December 1949 he said to Prevelakis: “Πξηλ αξρίζσ λα γξάθσ, μαλαδηάβαζα ηα 
ηξία βηβιία ΢αο γηα ηελ Κξήηε, κε νινέλα κεγαιχηεξε ραξά θαη κε ζαπκαζκφ. Ση 
γιψζζα, ηη ζηέξεν χθνο, ηη ρηίζηκν ρσξίο παξαγεκίζκαηα”.95 In this passage 
Kazantzakis extols the books of Prevelakis about Crete that he read, namely Παληέξκε 
Κξήηε (1945), and the first two volumes of the trilogy Ο Κξεηηθόο which were Σν 
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Γέληξν (1948) and Ζ πξώηε ιεπηεξηά (1949). The fact that Kazantzakis reread 
Prevelakis‟ novels shortly before he started writing his own novel, Ο Καπεηάλ 
Μηράιεο, reveals his endeavour to be aware of the context of Modern Greek works 
that preceded his own literary production. 
Kazantzakis‟ interest in the association of his own work with Modern Greek 
literature was stated explicitly a few weeks earlier. In a letter to Minas Dimakis (15 
November 1949) Kazantzakis expressed his indignation that for several months he 
had not received a Greek book and at the same time he stressed the importance for the 
placement of the literary work that he was writing within the context of the literary 
production of Modern Greece. He said characteristically: 
K‟ έηζη κέζα ζηελ απνκφλνζε, είλαη ζα λα κάρνπκαη νινκφλαρνο θαη δε βιέπσ ην 
επίινηπν ζηξάηεκα θαη ξίρλσ ζηνλ ίδην πάληα ζθνπφ, ρσξίο λα μέξσ αλ αθηφ 
αξκνλίδεηαη κε νιάθαηξε ηε λενειεληθή κάρε. Παξεγνξηέκαη κνλάρα γηαηί μέξσ πσο 
θαζέλαο θέξλεη κέζα ηνπ νιφθιεξε ηε κάρε, δεκηνπξγψληαο ηε. Κη‟ έλαο αιεζηλφο 
αγσληζηήο δελ κπνξεί παξά λα πνιεκάεη ζχκθσλα κε ην γεληθφ πιάλν ηεο ξάηζαο ηνπ, 
θαη ζηνλ ηνκέα πνπ πξέπεη.96 
This excerpt reveals that the reading interests of Kazantzakis with regard to 
Modern Greek literature were not irrelevant to his activity as an author. He paralleled 
the significance of reading the latest works of his fellow writers to a coordinated 
battle of warriors, a simile that seems to evoke the theme of war that is developed in 
Ο Καπεηάλ Μηράιεο which he was then beginning to write. 
In 1954 the books of Kazantzakis from his house in Aegina were dispatched to 
him to Antibes.
97
 Kazantzakis bequeathed his library to the Historical Museum of 
                                                          
96
 Letter of Kazantzakis to Dimakis on 15 November 1949. It was published in Dimakis 1975: 
23-24. 
97
 See the letters 394 (9.5.1954), 396 (24.5.1954), and 397 (4.7.1954) of Kazantzakis to 
Prevelakis in Prevelakis 1984a: 667, 670, 672. 
38 
 
Crete and his intention was expressed in a letter to the institution on 9 January 1957: 
“΋ρη κεξηθά πξάκαηα πνπ κνπ αλήθνπλ ζα δφζσ εθραξίζησο γηα ην Μνπζείν, παξά 
φ,ηη πνιχηηκν έρσ πνπ λα ζρεηίδεηαη κε ηε καθξφρξνλε, επίπνλε πλεπκαηηθή κνπ δσή 
-φιε κνπ ηε βηβιηνζήθε, ρεηξφγξαθα, εηθφλεο, πξνζσπηθά κνπ πξάκαηα πνπ αγάπεζα 
θαη ρξεζηκνπνίεζα, κηα κεηαπνίεζε ηέιεηα ηνπ γξαθείνπ κνπ ζην Μεγάιν Κάζηξν. 
Να ζσζεί έηζη ην θειί, φπνπ ηφζα ρξφληα δνχιεςε έλαο Καζηξηλφο πλεπκαηηθφο 
εξγάηεο…”.98 A replica of Kazantzakis‟ office in Antibes is currently housed at the 
Historical Museum of Crete in Heraklion and a catalogue of the books of his library 
was published in 1997.
99
 
The books that he had procured for his library are a tangible proof of his 
eagerness for knowledge. They cover an exceptionally broad scope of areas. There are 
books of ancient Greek, Byzantine and Latin literature as well as books of English, 
French, Italian, German, Portuguese, American, Russian and Chinese literature, art, 
and culture. Moreover, his library includes books about history, politics, philosophy, 
psychology and science. The books of Modern Greek literature cover a large part of 
Kazantzakis‟ library. From the contents of his library we glean the information that a 
large number of books was sent to him by the authors of the books themselves. This is 
revealed by the dedications on the first pages of books that his library includes. Some 
of the authors that had sent to him their books are for instance the following: Angelos 
Sikelianos, Giorgos Seferis, Odysseas Elytis, Giannis Ritsos, Nikos Pappas, 
Nikiphoros Vrettakos, Takis Sinopoulos, Nanos Valaoritis, Nikos Gkatsos, Miltos 
Sachtouris, Giorgos Sarandaris, Aris Diktaios, Nikos Engonopoulos, Nikos 
Kavvadias, Prevelakis, Photis Kondoglou, Kosmas Politis, Giorgos Theotokas, Stratis 
Myrivilis, Tatiana Gritsi-Milliex, M. Karagatsis, Thanasis Petsalis, Nikos Gavriel 
                                                          
98
 Letter published in Detorakis and Katsalaki 1997: 7 and in Bien 2012: 833. 
99
 Detorakis and Katsalaki 1997. 
39 
 
Pentzikis, Mimika Kranaki, Angelos Terzakis, Giannis Skaribas, Giannis Manglis, 
Mona Mitropoulou and Lilika Nakou. 
There are dedications in the first pages of the books of Kazantzakis‟ library 
which provide interesting hints about his relations with fellow writers as well as his 
reading interests. It is noteworthy that the copy of the 1956 edition of Ritsos‟ long 
poem Δπηηάθηνο which is included in Kazantzakis‟ library bears the dedication: “Σνπ 
αγαπεκέλνπ καο Νίθνπ Καδαληδάθε πνπ πξηλ απφ είθνζη ρξφληα είρε κηιήζεη κε 
πνιιή αγάπε γηα ηνχην ην πνίεκα. Άξαγε άληεμε θάπσο ζην ρξφλν; Με φιε κνπ ηελ 
θαξδηά, Γηάλλεο Ρίηζνο”.100 Δπηηάθηνο which was written by Ritsos in 1936 circulated 
covertly in that year. In this note of 1956 Ritsos provides the information that 
Kazantzakis was one of the readers of the poem twenty years earlier and had praised 
its worthiness. 
Broadly speaking, the presence of a book in Kazantzakis‟ library does not 
necessarily mean that he had read it, and vice versa: the absence of a book from it 
does not mean that he was unfamiliar with it. Nevertheless, in letters and interviews 
Kazantzakis referred to books that are found in his library and had been sent to him by 
the authors, which suggests that he was reading the books that interested him. For 
example, Dimakis had dispatched his poetic collections to Kazantzakis as handwritten 
dedications by the poet in the following books that are found in Kazantzakis‟ library 
reveal: Φύιια Σέρλεο, Ζ Υακέλε Γε, Οη Σειεπηαίνη ηεο Παξάδνζεο, Κάςακε ηα 
Καξάβηα καο, Σα Πξώηα Πνηήκαηα, ΢θνηεηλό Πέξαζκα. In a letter to Dimakis on 27 
November 1950 Kazantzakis referred to his poems and praised their style, content, 
and technique: “Μεγάιε άδνιε ραξά κνχδνθε ε λέα ΢νπ πνηεηηθή ζπιινγή: αζίγαζηε 
ιπξηθή πλνή, ζπγθξαηεκέλν πάζνο, παιεθαξηά θαη ηξπθεξφηεηα -θαη ην πην δχζθνιν: 
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κπφξεζεο λα βξεηο ην κέηξν αλάκεζα παιηάο μεπεξαζκέλεο πνηεηηθήο κνξθήο θαη 
κνληέξλαο αζπλάξηεηεο θη άκνξθεο. Πέηπρεο, ζαξψ, σο θφξκα: ηελ ηζνξφπεζε 
αλάκεζα ζηνπο δπν αθηνχο γθξεκνχο θη σο πεξηερφκελν: ηε δπζθνιφηαηε ζχλζεζε 
ράξεο θαη δχλακεο. Γηα φια αθηά ΢‟ επραξηζηψ θαη ραίξνπκαη”.101 Dimakis‟ as well 
as Aris Diktaios‟ work was praised by Kazantzakis also in a 1951 letter to his 
Swedish translator Börje Knös: “Yet I consider him [Nikos Papas] and his wife, Rita 
Boumi-Papa, and Minas Dimakis and Aris Diktaios to be splendid poets of the 
younger generation”.102 Some representatives of the younger generation of poets and 
novelists that were viewed favourably by Kazantzakis were Nikos Papas, Rita Papa, 
Minas Dimakis, Aris Diktaios, Stratis Tsirkas, Giannis Manglis and Eva Vlami.
103
 
Three years later, in 1954 Kazantzakis also referred to the literary production of the 
younger generation of writers from the Greek community of Alexandria in an 
interview with Gialourakis: “Οη λένη; Ζ παξάδνζε δελ έζβεζε. Παίξλσ ηα βηβιία 
ηνπο. Γελ έρσ θαηξφ πνιχ λα ηα δηαβάζσ. Έρσ λα γξάςσ. Καη βηάδνπκαη. Πξέπεη λα 
ηα πξνθηάζσ φια. ΋κσο φηαλ κπνξέζσ, θάηη δηαβάδσ. Ξέξσ αίθλεο πσο εζχ γξάθεηο 
ηαμηδησηηθά. Αθφκε ζπκάκαη πσο εληχπσζε κνπ θάκαλε ηα πνηήκαηα ηνπ ΢ηξαηή 
Σζίξθα”.104 In the library of Kazantzakis there is Tsirkas‟ book Ο ύπλνο ηνπ Θεξηζηή 
which bears a dedication by Tsirkas written in 1953: “΢ην Νίθν Καδαληδάθε ηνπ 
«Καπεηάλ Μηράιε» πνπ κπξνζηά ηνπ ζθχβσ ζπλεπαξκέλνο θαη άιαινο”. As 
Kazantzakis mentioned in the interview with Gialourakis he and Tsirkas had not met 
in person. He also confirmed that he was receiving books from the younger generation 
of writers and that he was reading them selectively. 
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Kazantzakis was also interested in Greek literary works that had been 
translated into foreign languages. In a 1957 interview he claimed that Modern Greek 
literature was a literature of high quality and stressed the need for the production of 
more translations of Modern Greek literary works into other languages:  
Δίλαη ιππεξφ, πξνζέζεζε, πσο ε λενειιεληθή ινγνηερλία δελ είλαη αξθεηά γλσζηή 
ζην εμσηεξηθφ. Γηαηί ζεσξψ ηε ζεκεξηλή ινγνηερλία καο αλψηεξε απφ ηε ζχγρξνλε 
γαιιηθή. Έρεη βέβαηα θη απηή αθφκα αξθεηνχο θαινχο ζπγγξαθείο, φπσο ν Βαιεξχ, 
ν Μσξηάθ θη ν Κακχο, αιιά παξνπζηάδεη ζεκάδηα παξαθκήο. […] Ο Θενηφθεο 
μεράζηεθε γξήγνξα. Καη φκσο έρεη κεγάιε αμία θαη παξνπζίαζε ζνβαξή επίδξαζε 
ζηα ειιεληθά γξάκκαηα. Απφ ηα ζχγρξνλα έξγα κεγάιε εληχπσζε κνπ έθαλε «Ζ 
Παλαγηά ε Γνξγφλα» ηνπ Μπξηβήιε. Δίλαη κεγάινο ζπγγξαθέαο θαη ζπζηήλσ ζ‟ 
φινπο κνπ ηνπο μέλνπο εθδφηεο λα κεηαθξάζνπλ ην έξγν ηνπ.105 
Editions of Modern Greek texts translated into foreign languages are present 
in Kazantzakis‟ library which contains for example a French translation of 
Konstandinos Theotokis‟ Ο Καηάδηθνο106 and a translation in German of Myrivilis‟ Ζ 
Παλαγηά ε Γνξγόλα, a work to which he referred in the above interview.107 
Overall, it can be observed that Kazantzakis had a long and profound 
acquaintance with contemporary Greek literature. This was also confirmed by 
Pouskouri who interviewed Kazantzakis in 1952. Pouskouri noted: “Ήηαλ [ν 
Καδαληδάθεο] απφιπηα ελήκεξνο. Σνπ άξεζε ν «΢θειεηφβξαρνο» ηεο Δχαο Βιάκε 
γηα ηε γιψζζα ηνπ θαη ην γεξφ ηνπ ρηίζηκν, αλ θαη βξίζθεη πνιχ θνιθινξηζκφ. Καη 
ηα «Φάζηλα Καπέιια» ηεο Λπκπεξάθε, ελψ «Ο άιινο Αιέμαλδξνο», ιέεη, δελ αμίδεη. 
Σα ηξαγνχδηα ηνπ Μελά Γεκάθε κε ηελ εξσηθή απαηζηνδνμία ηνπο, ν Παπάο θαη ε 
Παπαδηά -έηζη ηνπο είπε- ν Βξεηηάθνο, ν Ρίηζνο, ν ΢εθέξεο, άλζξσπνο κνξθσκέλνο 
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θαη θαιιηεξγεκέλνο, ζπκίδεη φκσο Έιηνη”.108 Kazantzakis had first-hand knowledge 
of the established writers of the time most of whom he had met in person. He attested 
this in 1947 when Knös asked him to comment on the Greek writers of the time that 
were the most important in his opinion. Kazantzakis wrote: “Je m‟ empresse avec 
plaisir te répondre à Votre prière de Vous indiquer les poètes et les prosateurs que je 
considère les plus marquants dans la littérature néogrecque d‟aujourd‟hui. Je Vous 
confierai mon opinion sur chacun d‟ eux; je les connais bien comme hommes et 
comme intellectuels; et je suis, j‟ en suis sûr, impartial”.109 By the 1940s and 1950s 
when Kazantzakis wrote the major novels of his maturity he was acquainted with the 
work of his fellow writers and he had known most of the established Greek writers 
both as intellectuals and as individuals. 
 
1.2. KAZANTZAKIS‟ EVALUATIONS OF MODERN GREEK LITERATURE 
 
The preferences and choices of Kazantzakis from the literary tradition are 
mainly works that belong to the demotic tradition. Γηγελήο Αθξίηεο, literary works of 
the Cretan literature and especially Δξσηόθξηηνο, folk poetry and the poetry of 
Dionysios Solomos are components of Modern Greek literature that are praised in the 
evaluations of Kazantzakis. Moreover, his literary choices and the argumentation that 
he put forward in his critical comments converge with those of the demoticists. It is 
well-known that Kazantzakis was an active exponent of demoticism.
110
 He recognised 
that the contribution of Giannis Psycharis was pivotal for the development of Modern 
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Greek literature and viewed the publication of Psycharis‟ Σν Σαμίδη κνπ in 1888 as a 
breakthrough in Modern Greek literature and culture.
111
 Kazantzakis had observed 
that after Psycharis significant writers of fiction appeared and he referred especially to 
the cases of Karkavitsas, Vlachogiannis, Nirvanas and Xenopoulos.
112
 Kazantzakis 
placed his own literary production, as well as the work of contemporary Greek 
writers, on the path which Psycharis had paved.
113
 He acknowledged Psycharis‟ 
contribution to Greek letters but he seemed to prefer his theoretical and polemical 
writings in comparison to his literary production.
114
 After the establishment of the 
demotic language in literature, several views of the demoticists with regard to 
aesthetic and ideological issues could be expressed, but the richness and vividness of 
a work‟s language continued to be a chief criterion for Kazantzakis for the evaluation 
of a literary work.
115
 Other features that he observed were the theme of a work, the 
ideas that were being developed in it and its connections with the present. 
In 1929 Kazantzakis schematically divided contemporary Greek literature in 
categories. The first category included poets who did not reflect the modern currents 
of poetry, celebrated in an old language individual topics (women, religion, moon, 
spring) and did not play an active role in the formulation of the poetic reality (“en un 
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mot, ils continuent à jouer un rôle décoratif”).116 Kazantzakis ranked Sikelianos as the 
best among this group of poets referring especially to the Hellenic and pagan features 
of his poems. The second group contained the poets who expressed the atmosphere of 
their time and the voice of the people and satirised the institutions of religion, 
patriotism and the bourgeois society. This group was assessed favourably by 
Kazantzakis who deemed as the best among them the poet Kostas Varnalis. 
Later, he divided the contemporary literature of Modern Greece in three 
categories. The first category comprised the works that were inspired by the present 
and were attempting to reflect the conditions of the future. The second are the 
romantics who view the past with nostalgia, and the third category consists of writers 
who express the present.
117
 Kazantzakis characterised these categories with the words 
θπγή, ζύλζεζε and απνζύλζεζε that corresponded to the literature that developed 
themes of the past, the present and the future.
118
 An exploration of the critical views 
that Kazantzakis expressed regarding selected works, authors and periods of Modern 
Greek literature starting from the early works of the Modern Greek literary tradition 
and progressing to the contemporary literature of the Generation of the Thirties will 
be presented in the subsequent paragraphs. 
 
Γηγελήο Αθξίηεο 
Kazantzakis signed with the pen name “Αθξίηαο” a series of occasional pieces 
(Υξνλνγξαθήκαηα) that were published from 14 April 1907 to 5 June 1907 in the 
newspaper Αθξόπνιηο and also his publications in Νένλ Άζηπ from 25 October 1907 
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up to 8 March 1908.
119
 This pen name in 1907 and 1908 shows Kazantzakis‟ early 
acquaintance with the figure of Digenis Akritis and also the influence that it exerted 
on him in order to employ it as his pen name. The use of the pen name “Αθξίηαο” by 
Kazantzakis occurred a few months after Nikolaos G. Politis‟ speech about the epic, 
something that suggests that Kazantzakis was familiar with it. Kazantzakis acquired 
his degree in Law from the University of Athens on 9 December 1906 when N. G. 
Politis was the Rector and Palamas was the secretary.
120
 Politis in his inaugural 
speech as the Rector of the University of Athens that was delivered on 14 January 
1907 and was entitled “Πεξί ηνπ εζληθνχ έπνπο ησλ λενηέξσλ Διιήλσλ” articulated 
his views on the epic of Digenis Akritis.
121
 
In his speech Politis referred to the epic‟s national dimension and situated it at 
the beginning of Modern Greek literature: “Γηά ηνχην αζθαιεζηάηε αθεηεξία ηεο 
λέαο ειιεληθήο πνηήζεσο δχλαηαη λα ρξεζηκεχζε ην εζληθφλ έπνο, ελ σ 
παξαθνινπζνχκελ ηελ ηζηνξηθήλ αλάπηπμηλ ηεο ειιεληθήο ςπρήο, θαη φπεξ 
πξαγκαηεπφκελνλ πεξί ηεο ζπγθξνχζεσο ηνπ ειιεληθνχ πξνο ηνλ κνπζνπικαληθφλ 
θφζκνλ θαη ηελ ππεξνρήλ ηνπ ειιεληθνχ επηδεηθλχνλ θαη πξννησληδφκελνλ ηελ 
νξηζηηθήλ ηνχηνπ θαζππεξηέξεζηλ πεξηθιείεη ηα ηδεψδε θαη ηνπο πφζνπο ηνπ 
ειιεληθνχ γέλνπο”.122 Politis expected that Modern Greek literature will be influenced 
by the epic of Digenis (“Δθ ηεο επηδξάζεσο ηνπ αθξηηηθνχ έπνπο θαη ηεο 
αλαγελλψκελεο ινγνηερλίαο εκψλ πνιιά πξνζδνθψκελ αγαζά”)123 and put forward 
the view that Γηγελήο Αθξίηεο is the national epic of the Modern Greeks depicting the 
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clash between the Greeks and the Muslims. This view projected the Great Idea of the 
last quarter of the 19
th





Politis‟ speech was supported by Palamas in a letter published in O Ννπκάο on 
6 May 1907 entitled “Απφ ηελ αθνξκή ελφο ιφγνπ γηα ην εζληθφ έπνο ησλ λενηέξσλ 
Διιήλσλ”. Palamas stressed the ideological significance of Digenis and expected that 
his poetic generation would produce a poem that would have been influenced by 
Digenis Akritis: “Σν επαγγεικέλν πνίεκα, θαζψο ηαιαθξνμάλνημε απφκαθξα ν 
Πνιίηεο, πηζηεχσ πσο ζηγά ζηγά πξνεηνηκάδεηαη απφ ηε γελεά καο ηελ πνηεηηθή”.125 
He implied that he intended to write a drama with Digenis as the main character 
although he never did. Similarly Psycharis wanted to write a national novel about 
Digenis but did not either.
126
 
Kazantzakis also aimed at writing an epic to be called “Αθξίηαο” although he 
never managed to produce this work. For many years he was preparing to write this 
epic and in 1939-1940 during his visit in England he sketched a detailed outline of its 
plot. In one notebook entitled “Αθξίηαο” the outline of the epic is included with the 
date 1940.
127
 This outline reveals that Kazantzakis planned to connect his epic with 
ancient, Byzantine and Modern Greek literature as well as modern political theories. 
Other components of the Modern Greek literary tradition that are included in the 
outline of Kazantzakis‟ “Αθξίηαο” are θιέθηηθα, Solomos‟ Cretan origins and also the 
battles in Solomos‟ Οη Διεύζεξνη Πνιηνξθεκέλνη. 
In 1909 Kazantzakis made a short reference to the character of Digenis in the 
critical note that he published about the poem “Ο Απέζαληνο” by Sotiris Skipis. Ζe 
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developed the notion of the quest of the Greeks for modern identity (“Να 
θαηνξζψζνκε λα βξνχκε ηελ θιαζζηθή έθθξαζε ηεο λεψηεξεο ςπρήο, –λα ην 
πξφβιεκα”).128 Moreover, Kazantzakis discussed the mixture of classical antiquity 
and romanticism in Goethe: “Ο Γθαίηε ζην β΄ ηνπ Φάνπζη ζέιεζε θαίλεηαη ην 
πξφβιεκα απηφ λα ιχζεη ζκίγνληαο ηελ Διέλε κε ην Φάνπζη. Σελ θιαζζηθήλ 
αξραηφηεηα θαη ην ξνκαληηζκφ. Καη γέλλεζαλ ηνλ Δπθνξίσλα”129 and connected 
Euphorion with Digenis with regard to the fusion of traditions: “Αο κελ μερλά πνηέ 
ηνπ φκσο ην κπζηήξην ηνπ Γάκνπ πνπ γελλά ηνπο Δπθνξίσλεο θαη ηνπο Γηγελήδεο”.130 
Kazantzakis presented the character of Digenis as a fusion of diverse cultural 
elements. 
In 1923 Kazantzakis composed Αζθεηηθή which was published in 1927. At the 
end of Αζθεηηθή God is presented as an “Akritas Digenis” who is fighting on the 
borders while the human heart is depicted as the threshing floor where Akritas fights 
with Charos: 
ΠΗ΢ΣΔΤΧ ΢‟ ΔΝΑ ΘΔΟ, ΑΚΡΗΣΑ ΓΗΓΔΝΖ, ΢ΣΡΑΣΔΤΟΜΔΝΟ, ΠΑ΢ΥΟΝΣΑ, 
ΜΔΓΑΛΟΓΤΝΑΜΟ, ΟΥΗ ΠΑΝΣΟΓΤΝΑΜΟ, ΠΟΛΔΜΗ΢ΣΖ ΢Σ‟ ΑΚΡΟΣΑΣΑ 
΢ΤΝΟΡΑ, ΢ΣΡΑΣΖΓΟ ΑΤΣΟΚΡΑΣΟΡΑ ΢Δ ΟΛΔ΢ ΣΗ΢ ΦΧΣΔΗΝΔ΢ ΓΤΝΑΜΔ΢, 
ΣΗ΢ ΟΡΑΣΔ΢ ΚΑΗ ΣΗ΢ ΑΟΡΑΣΔ΢. […] ΠΗ΢ΣΔΤΧ ΢ΣΖΝ ΚΑΡΓΗΑ ΣΟΤ 
ΑΝΘΡΧΠΟΤ, ΣΟ ΥΧΜΑΣΔΝΗΟ ΑΛΧΝΗ, ΟΠΟΤ ΜΔΡΑ ΚΑΗ ΝΤΥΣΑ ΠΑΛΔΤΔΗ 
Ο ΑΚΡΗΣΑ΢ ΜΔ ΣΟ ΘΑΝΑΣΟ.131 
The image of Akritas‟ combat against Charos at the threshing floor is found in 
the Akritic cycle of songs but it is not included in the epic of Digenis. In this passage 
Akritas is explicitly characterised as a God and this is supported by the vocabulary 
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and syntax from the Christian tradition that is employed at the beginning of the 
passage (“Πηζηεχσ ζ‟ έλα Θεφ”).132 
In the travel book about Greece Kazantzakis also referred to the Byzantine 
romance and commented on the combination of cultural traditions: “΢ηελ θιαζηθήλ 
Διιάδα κπνιηάζηεθε αιιφθνηνο ξνκαληηθφο πνιηηηζκφο. Βγήθαλ απξνζδφθεηνη 
θηινινγηθνί θαξπνί: Καιιίκαρνο θαη Υξπζνξξόε, Λίβηζηξνο θαη Ρνδάκλε, Βέιζαλδξνο 
θαη Υξπζάληδα, Φιώξηνο θαη Πιάηδηα Φιώξα, Ηκπέξηνο θαη Μαξγαξώλα… Λεο θη έλαο 
θαηλνχξηνο Δπθνξίσλ, ν αλψηαηνο Γαζκνχινο, ν εξσηηθφο θαξπφο ηνπ Φάνπζη θαη 
ηεο Διέλεο, ζα γελληφηαλ ηψξα ζην ειιεληθφ ρψκα”.133 Kazantzakis referred to 
Digenis and the integration of cultural traditions in the last chapter of his travel book 
on Morea which is entitled “Σα πξνβιήκαηα ηνπ λενειιεληθνχ πνιηηηζκνχ” and had 
been published in 1937 in Καζεκεξηλή. This text later appeared with the title “Ο 
Γηγελήο λενειιεληθφο πνιηηηζκφο” in 1946 in Φηινινγηθά Υξνληθά.134 The figure of 
Digenis had been connected to the national consciousness of Modern Greece in 
Politis‟ speech but this was then questioned due to Digenis‟ double descent from two 
nations. In Kazantzakis‟ work Digenis is symbolically a national hero exactly because 
of his double origins. According to Kazantzakis, Digenis exemplifies the merging of 
Greece and the East whose synthesis is the quest of the Modern Greeks (“Ο Γηγελήο, 
απφ παηέξα Έιιελα θαη κάλα Αλαηνιίηηζζα, είλαη, ην ληψζεηο, ν ζπκβνιηθφο ήξσαο 
ηεο ξάηζαο”).135 Kazantzakis connected the story of Digenis with the national 
consciousness of the Modern Greeks and presented Digenis as the “symbolic hero of 
the Greeks” who encapsulates the national soul (“ε Γηγελήο ςπρή ηνπ 
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Νενέιιελα”).136 Digenis and his double origins exemplify the struggle of the Modern 
Greeks to absorb the promiscuous elements from the past and to balance the Eastern 
and the Western culture.
137
 The importance of Digenis for Kazantzakis lies in the 
national discourse that was developed rather than in a literary or aesthetic estimation 
of the work. 
At the end of this text Kazantzakis quotes a phrase from Ion Dragoumis and 
refers to matters that are pivotal in Dragoumis‟ national ideology as they were 
developed in Ο Διιεληθόο Πνιηηηζκόο. In the poem “Υαηξεηηζκφο ζηνλ Ίσλα 
Γξαγνχκε” published in 1941, Kazantzakis presented Dragoumis as an Akritas who 
measures the borders: 
ιηγλφο Αθξίηαο ηξνγπξλάεη ηε ρψξα, 
ηα ζχλνξα κεηξάεη, κεηξάεη ην λνπκαο.138 
In his travel book on England Kazantzakis writes that “Ο Ίσλ Γξαγνχκεο θη ν 
Πέηξνο Βιαζηφο είλαη, ζαξξψ, νη δπν άλζξσπνη πνπ πεξηζζφηεξν ηίκεζα θη αγάπεζα 
ζηε δσή κνπ”.139 Similarly Kazantzakis described Petros Vlastos as Akritas (“ηνλ 
αηξφκεην Αθξίηα ηεο γιψζζαο καο”).140 In this way Kazantzakis extends the 
metaphor of the borderer to the language question. 
In 1941-1943 Kazantzakis wrote the novel Βίνο θαη Πνιηηεία ηνπ Αιέμε 
Ενξκπά. In the novel Stavridakis sends a letter to the narrator in which he elaborates 
on the importance of Digenis as the symbolic hero of the nation:  
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Έρνπκε φινη ηνλ ίδην αξρεγφ˙ εζχ ηνλ ιεο Οδπζέα, άιινη Κσλζηαληίλν Παιαηνιφγν, 
φρη απηφλ πνπ ζθνηψζεθε, παξά ηνλ άιιν, ηνλ καξκαξσκέλν ηνπ παξακπζηνχ. Δγψ, 
κε ηελ άδεηά ζνπ, ηνλ αξρεγφ απηφλ ηεο ξάηζαο καο ηνλ ιέσ Αθξίηα. Ζ ιέμε απηή 
κνπ αξέζεη πην πνιχ, είλαη πην απζηεξή θαη πνιεκφραξε, γηαηί επηχο σο ηελ αθνχζεηο 
ηηλάδεηαη κέζα ζνπ πάλνπινο ν αηψληνο Έιιελαο, πνπ κάρεηαη αθαηάπαπηα ζηηο 
άθξεο, ζηα ζχλνξα. ΢ηα θάζε ζχλνξα –εζληθά, πλεπκαηηθά, ςπρηθά. Κη αλ πεηο θαη 
Γηγελήο, αθφκα πην βαζηά ζηνξάο ηε ξάηζα καο, ηελ εμαίζηα ζχλζεζε Αλαηνιήο θαη 
Γχζεο.141 
In the novel Stavridakis puts forward the view that Digenis encapsulates the 
fusion of the East and the West. Whereas in the travel book on Morea the narrator 
focuses on the synthesis as a goal that the Greeks are struggling tν achieve, in 
Stavridakis‟ words in the novel it is seen as an exceptional synthesis (“εμαίζηα 
ζχλζεζε”). 
The word Akritas is used in a context of war in Kazantzakis‟ texts and the 
word Digenis for references to the cultural elements of Modern Greece. Overall, 
Kazantzakis appropriated the figure of Akritas as a symbol that exemplified a persona 
of himself as his pen name, as a personification of the divine in Αζθεηηθή, of the 
personalities that he admired and as a symbol of the merging of cultures for the 
Modern Greeks. Digenis is a figure that for Kazantzakis acquired heroic, national, 
religious and cultural connotations. 
 
Δξσηόθξηηνο and Δξσθίιε 
Although Kazantzakis did not produce a study about the works of the Cretan 
Renaissance, he made references to them in key pieces that he published. The main 
issues that he raised with regard to them were the vernacular language and the cross-
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fertilisation of cultures during the Venetian occupation of Crete. The vernacular 
language of the works had been a reason for their disregard by the learned during the 
eighteenth and nineteenth century. Δξσηόθξηηνο had received negative criticism for its 
vernacular language and a history of the evaluations of it is found in the edition of 
Δξσηόθξηηνο by Stephanos Xanthoudidis in 1915.142 This picture changed especially 
with the contribution of the demoticists until the works were gradually considered an 
integral part of the literary canon.
143
 
In 1906 Palamas in an article on Δξσηόθξηηνο (“Γηα ηνλ «Δξσηφθξηην»”) 
stressed the national character of the work.
144
 In a letter that Kazantzakis sent to 
Palamas two years later, on 12 September 1908, he connected the literary works of the 
Cretan Renaissance with the cause of the demoticists: “[…] λα δνχκε πσο πξέπεη λα 
ελεξγήζνκε γηα λα κπεη ην γισζζηθφ δήηεκα ζηελ Κξεηηθηά Βνπιή θαη λ‟ αξρίζεη ε 
εθπαηδεπηηθή καο αλαγέλλεζε απφ ηελ Κξήηε πξψηα, γηαηί ε Παηξίδα ηνπ Υνξηάηδε 
θαη ηνπ Κνξλάξνπ πξέπεη βέβαηα λάρεη ηελ αμίσζε θαη ην θαζήθνλ λ‟ αλνίμεη πξψηε 
ηε Μεγάιε ηε ΢ηξάηα ηνπ ιπηξσκνχ”.145 Kazantzakis became the president of the 
demoticist “Solomos” Society of Heraklion in 1909 and composed a manifesto that 
expressed its goals. It was published anonymously in Ο Ννπκάο.146 The cause of the 
demoticist society of Heraklion was connected with the literary tradition of Crete and 
especially with the works of Kornaros and Chortatsis: “Μα ν ήιηνο ηεο Αιήζεηαο 
πάληα ηνπ αλαηέιιεη φζν πνιχ θη αλ βάζηαμε ε λχρηα ηεο ςεπηηάο. Κ‟ είλαη θπζηθφ λα 
πξσηνξνδίζεη ηα Κξεηηθά βνπλά. Γηαηί απφ δσ μαλαβγήθε ηψξα θαη 300 ρξφληα κε 
ηνλ Κνξλάξν θαη ην Υνξηάηζε. Αλ δελ είρε πέζεη απάλσ καο ε λχρηα ηεο ηνχξθηθεο 
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ζθιαβηάο, ην γισζζηθφ δήηεκα ζα ηφρακε εκείο νη Κξεηηθνί ιπκέλν ηψξα θαη 300 
ρξφληα”.147 Δξσηόθξηηνο was employed in the argumentation of the demoticists in 
order to show that there is a pre-existing tradition of literature written in the demotic 
language. In the manifesto of the demoticist society of Heraklion the connection of 
the demotic language with the literature that was produced in Crete during the 
Renaissance was highlighted. The fall of Crete to the Turks in 1669 was presented by 
Kazantzakis as one of the reasons that triggered the language question because in that 
period the artistic and literary activity that had flourished during the Venetian 
occupation of Crete stopped. 
In 1915 the edition of Δξσηόθξηηνο by Xanthoudidis was published. The 
publisher was Stylianos M. Alexiou, the father of Kazantzakis‟ first wife, Galateia. In 
1955, forty years after this edition, Kazantzakis in a letter to Lefteris Alexiou, the son 
of Stylianos M. Alexiou, acknowledged that “Erotokritos would not have been printed 
without the elder Alexiou, with his wisdom and his material sacrifices”.148 
Kazantzakis had read the article by Lefteris Alexiou that was published in Κξεηηθά 
Υξνληθά regarding the 1915 edition of Δξσηόθξηηνο entitled “Γηα ηα ζαξαληάρξνλα 
ηεο θξηηηθήο έθδνζεο ηνπ «Ρσηφθξηηνπ» (1915-1955). Μηα δίθαηε απνθαηάζηαζε”.149 
Alexiou‟s article provided information about the initial contribution of Stylianos M. 
Alexiou on a philological level along with Xanthoudidis to the edition of Δξσηόθξηηνο 
and his subsequent withdrawal from it after their disagreement regarding the phonetic 
presentation of the text in the Cretan dialect. 
 The initial philological contribution of Stylianos M. Alexiou in the edition of 
Δξσηόθξηηνο had also been discussed by Kriaras in an article that was published in 
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1943 in Νέα Δζηία.150 The previous issue of the same periodical included an essay by 
Kazantzakis entitled “Έλα ζρφιην ζηελ Οδύζζεηα”.151 It was a reply to Laourdas‟ 
critique of Kazantzakis‟ epic Οδύζζεηα. Kazantzakis expressed his views about the 
language of the text, its generic form and its ideological orientation. In this article he 
developed the concept of the “Cretan glance” and his perceptions of Crete as a 
cultural crossroad. In the context of this discussion he referred to Kornaros and 
Chortatsis: “Ζ Κξήηε (γηα κέλα, –φρη θπζηθά, γηα φινπο ηνπο Κξεηηθνχο, πνιχ 
ιηγφηεξν γηα ηνλ Δξσηφθξηην θαη ηελ Δξσθίιε, πνπ ν παηέξαο ηνπο είηαλ 
Βελεηζηάλνο) ε Κξήηε είλαη ε ζχλζεζε πνπ πάληα κνπ επηδηψθσ. Ζ ζχλζεζε Διιάδαο 
θαη Αλαηνιήο”.152 The cultural synthesis of the West and the East was a 
distinguishing characteristic of Crete in the view of Kazantzakis. He presented 
himself as a writer who had been influenced by the Ottoman occupation of the island 
while he viewed Kornaros and Chortatsis as writers who were influenced by the 
cross-fertilisation of cultures during the Venetian occupation of Crete. 
The literary works of the Venetian period of Crete were viewed by 
Kazantzakis as components of an artistic and cultural Renaissance. The relationship of 
Cretan literature with the Western literature and its characterisation as a Renaissance 
was an issue that was being discussed in the philological studies of the time.
153
 In 
1955 Kazantzakis published an essay entitled “Crete” in the American journal 
Holiday where he described a journey around Crete. He referred to the Venetian 
period of Crete with the following words: “While the rest of Greece, after 1453, was 
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under the Turkish yoke, the Cretans were under the more cultured rule of Venice and 
created significant works of art: lyric poetry, plays, the great epic Erotokritos, as well 
as fine religious music and painting –a whole culture in fact, a Cretan 
Renaissance”.154 Kazantzakis connected Cretan literature and especially Δξσηόθξηηνο, 
which is here characterised as an epic,
155
 with the theatre, music as well as painting 
and presented it as part of a broad and multifaceted artistic phenomenon that he 
characterised as Cretan Renaissance. 
 
Greek Folk Poetry 
Kazantzakis views‟ about folk poetry are traced in the early critical reviews 
that he published as well as in subsequent essays. In 1909, Kazantzakis expressed his 
opinion on folk poetry in a review of Pavlos Nirvanas‟ play Μαξία Πεληαγηώηηζζα 
which had been published in the same year.
156
 Kazantzakis observed that in this play 
the heroine‟s personality is totally different from that in the folk song. While the folk 
song depicted her as ruthlessly causing the death of men, in Nirvanas‟ play she killed 
herself. Kazantzakis disagreed with the depiction of the heroine as obsequious. He 
mentioned that if she was depicted with the vigorousness that he suggested, the work 
would have been genuinely Greek like Palamas‟ “immortal” Θάλαηνο Παιιεθαξηνύ. 
In Kazantzakis‟ view, the fatal character of the heroine‟s absolute beauty as it is 
depicted in the folk song is analogous to previous figures that had been developed in 
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an analogous manner such as Helen of Troy in the Iliad, the figure of Magdalene in 
the Christian tradition as well as the character of Mitros in Palamas‟ Θάλαηνο 
Παιιεθαξηνύ which according to Kazantzakis constitutes the quintessence of 
Greekness. Kazantzakis writes: 
Θα είηαλε γλήζηα ειιεληθφ θαη ζα γηνθχξσλε ηέιεηα φιε ηελ απφζηαζε πνπ καο 
ρσξίδεη απφ ηα ηείρε ηεο Σξνίαο σο ηηο βξχζεο κε ηηο ψξηεο θνπέιεο ηνπ λεψηεξνπ 
ρσξηνχ –αλ ηνπ δηλε ηε ζεκαζία πνπ λνκίδσ πσο έρεη. Θα είηαλε ηφηε ε ίδηα αληίιεςε 
πνπ έζπξσμε ηνλ θ. Παιακά λα δεκηνπξγήζεη ηνλ ειιεληθφηαην θη αζάλαην «Θάλαην 
ηνπ Παιεθαξηνχ» ηνπ. […] Δίλαη κεγάιε ε απαίηεζε λα δεηνχκε Νηαλνπληζηαθή 
ερηέιεζε ζηα δεκνηηθά καο ηξαγνχδηα; Γελ μέξσ. Μα ηφηε γηαηί λα η‟ αγγίδνκε ηα 
ηξαγνχδηα καο δξακαηνπνηψληαο ηα, αθνχ, αληί λα ηα πιαηχλνκε θαη λα ηα βαζχλνκε, 
ηα ζηελεχνκε θαη ηα γδχλνκε απφ ηε θξίθε ηνπ ηξαγηθνχ πνπ κε ηφζε απιφηεηα 
μεπεηηέηαη απφ θάζε ηνπο ιέμε;157 
His arguments about the relation of beauty and death reflect the notions of 
aestheticism that interested him in that period and characterised his novella Όθηο θαη 
Κξίλν. Kazantzakis put forward the view that folk poetry should be creatively 
reworked from a comparative perspective. 
In 1916 Nikolaos Politis delivered a speech entitled “Γλσζηνί Πνηεηαί 
Γεκνηηθψλ Αζκάησλ” in the philological association Parnassos.158 Politis presented 
an exploration of the composers of folk songs whose names are known from the 
period of the fall of Constantinople, as well as the folk poetry of Crete, Cyprus, and 
the Greek revolution. Kazantzakis published an article in which he praised this paper 
as well as the work of N. G. Politis, who is considered the founder of folkloric studies 
in Greece.
159
 Kazantzakis referred to the convergences between folk poetry and the 
Homeric epics and argued that through the folk songs the cohesion of the nation is 
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maintained: “Σα δεκνηηθά ηξαγνχδηα, κε ηνλ ηξφπνλ απηφ, δηαησλίδνπλ ηηο βαζχηεξεο 
νξκέο κηαο θπιήο θαη ζπληεξνχλ, κε ην ιακπξφ ζψκα ηεο Σέρλεο, αθέξαηε πάληα ηε 
ζξπκαηηζκέλε ζηα κάηηα ηεο ινγηθήο θαη ηεο ηζηνξίαο ζπλνρή ηνπ Έζλνπο”.160 Later, 
in 1948 Kazantzakis explored the folk poetry with regard to the development of the 
notion of freedom.
161
 He referred to the folk songs of the fall of Constantinople and 
argued that two features that characterised them were the passion for life and for 
freedom. He observed that at the end of the 18
th
 century Rigas Velestinlis was the 
most prominent figure celebrating freedom and quoted the famous initial lines of 
Rigas‟ Θνύξηνο noting that Rigas‟ words called to arms the Balkan peoples. 
Kazantzakis noted that Solomos was one of the first Modern Greek authors who had 
realised the value of the folk language and songs which were characterised by him as 
the soul of the Greeks.
162
 Overall, a diachronic and comparative reading is presented 
in the evaluations of Kazantzakis of folk songs juxtaposing them with literary works 
from several periods and styles. 
 
Solomos and the Heptanesian Poets 
Solomos appears to be the Modern Greek poet that Kazantzakis mostly 
admired viewing his poems as incomplete masterpieces. In 1929 he argued that in 
Modern Greek literature three poets were standing out: Solomos, Valaoritis and 
Palamas. As Kazantzakis claimed, Solomos occupied the first place among them: “la 
voix d‟un grand poète, du plus grand poète de la Grèce moderne”.163 Features of 
Solomos‟ poetry that Kazantzakis observed pertained to the combination of a 
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revolutionary impetus and a classical form, the convergences with romanticism and 
also the fragmentary character of his work. Kazantzakis referred in particular to the 
“admirable clarity” of the poem Οη Διεύζεξνη Πνιηνξθεκέλνη as well as the concept of 
art and the meditations of the poet about it: “Le maître invisible, comme Solomos 
appelait la méditation artistique doit s‟élever verticalement au centre du poème et 
autour de lui doivent s‟ épanouir et s‟ étendre vers la périphérie tous les “plans 
secondaires”, de même que les branches se groupent autour du tronc vivant”.164 
Kazantzakis noted that Solomos celebrated in his poetry the warriors of the Greek 
revolution, the death of the philhellene Byron, and wrote Ύκλνο εηο ηελ ειεπζεξίαλ 
which became the national anthem of Greece, although the poet did not actively 
participate in the battles.
165
 He also put forward the view that if Solomos had 
participated in the Greek war of independence he may have not produced the poems 
about it and instead of creating art he may have only written battle hymns.
166
 
According to Kazantzakis, on the one hand the ideological basis of Ο Λάκπξνο 
is set in the Romantic Movement but on the other hand due to the distinguished clarity 
and frugality of Solomos‟ style it surpassed the limitations of romanticism. As 
Kazantzakis claimed, Solomos succeeded in creating poetry which bore his own seal: 
Comme tous les poètes de cette époque, Solomos dûit son tribut au romantisme. Son 
Lambros, le héros d‟un grand poème du même nom, resté sans succès, le grand 
homme à la mesure de Byron, chargé de vices et de vertus, –est une personalité 
extrêmement compliquée et «fatale». Mais Solomos s‟engagea dans la lutte contre le 
romantisme, et il n‟y réussit pas facilement; il dut soutenir une lutte longue et difficile 
avant d‟arriver à cette conception pure et sévère de l‟art que nous associons 
maintenant à son nom.
167
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Kazantzakis expressed his disapproval of the way that romanticism was 
manifested in Greek literature both because of its archaic language and of what he saw 
as hackneyed motifs and themes. A feature that Kazantzakis mainly rejected was 
nostalgia for the past. His criticism was focused on the Athenian School of 
romanticism whose poetry was written in katharevousa.
168
 In 1948 Kazantzakis 
claimed that katharevousa had condemned Greeks into slavery and had deprived the 
Greek soul of its freedom.
169
 Interestingly, he criticised katharevousa through a 
metaphor that had been employed in Solomos‟Γηάινγνο that was written in 1824-1825. 
Solomos‟ Γηάινγνο consists of a discussion between the pedant, a supporter of 
katharevousa, and the poet, who advocated the demotic language. It develops the idea 
that the liberation from the Ottoman rule will coincide with the triumph of the demotic 
language. When the pedant referred to freedom, the poet presented katharevousa as a 
lack of linguistic freedom: 
΢ΟΦΟΛΟΓΗΟΣΑΣΟ΢: Δκείο, εκείο, ζέιεη ζεθψζνπκε ηνπο ζηχινπο ηεο 
γιψζζαο, ηψξα πνπ ε ειεπζεξία… 
ΠΟΗΖΣΖ΢: Γελ ππνθέξεζαη πιένλ! Δζείο, εζείο ζέιεη ζεθψζεηε ηνπο ίδηνπο 
ζηχινπο φπνπ έζηεζε πεξλψληαο απφ ηελ Παιαηζηίλελ ν ΢έζσζηξηο! Γελ 
ππνθέξεζαη πιένλ! Δζχ νκηιείο γηα ειεπζεξία; Δζχ, φπνπ έρεηο αιπζσκέλνλ ηνλ 
λνπλ ζνπ απφ φζεο πεξηζπσκέλεο εγξάθζεθαλ απφ ηελ εθεχξεζε ηεο 
νξζνγξαθίαο έσο ηψξα, εζχ νκηιείο γηα ειεπζεξία;170 
The fragmentary character of Solomos‟ poetry was another feature that was 
examined by Kazantzakis. Kazantzakis compared Solomos‟ poems to the longer 
poems of Palamas and argued that the few words of the first have an evocative nature 
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that the large-scale poetry of Palamas lacks.
171
 According to Kazantzakis, Solomos at 
the end of his life had reached the peak of poetry which is simplicity.
172
 
We mentioned above that in 1929 Kazantzakis recognised apart from Solomos 
another Heptanesian poet to be standing out in Modern Greek literature, namely 
Aristotelis Valaoritis. What attracted the attention of Kazantzakis to the poetry of 
Valaoritis, was also the demotic language. Kazantzakis highlighted the linguistic 
richness in Valaoritis‟ poetry and noted that it had been crucial for the development of 
Modern Greek literature.
173
 Kazantzakis also detected flaws in the content and style of 
Valaoritis‟ work such as superficial rhetoric and viewed Αζηξαπόγηαλλνο and Κπξα 
Φξνζύλε as works that bear the characteristics of romanticism.174 The language of the 
Zakynthian poet, Kalvos, where the archaic elements are fused with demotic ones was 
characterised by Kazantzakis as personal and peculiar. Kazantzakis observed that 
Kalvos‟ syntax has mistakes although he did not offer specific examples. He also saw 
as a defect the pompous style of Kalvos but there are also positive traits that 
Kazantzakis found, such as an extraordinary poetic power and ambition in the 





Kazantzakis recognised the influence of the work of Palamas in Modern Greek 
literature but he viewed the quality of his poetry as uneven. Overall, his views about 
Palamas fluctuated in the course of time. When Kazantzakis published the first pieces 
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of his work, Palamas had already been established as a leading poet in Greek letters. 
What is more, Palamas was one of the first intellectuals to hail the work of 
Kazantzakis.
176
 In 1906 Palamas published a critical note in Παλαζήλαηα about 
Kazantzakis‟ Όθηο θαη Κξίλν.177 Kazantzakis‟ first comment about Palamas appeared 
in print three years later (1909) comparing the poetry of Palamas with Solomos. By 
that time, Palamas had published a series of essays on Solomos‟ work. Maraslis‟ 
edition of Solomos in 1901 included a prologue written by Palamas. In this prologue 
Palamas referred to the fragmentary character of Solomos‟ poems and compared it to 
an incomplete edifice. Palamas wrote: 
Σνπ ΢νισκνχ [ην έξγν] δελ είλαη ηάρα ζαλ παξαηηεκέλα ζέκεια παιαηηνχ πνπ δε 
ρηίζηεθε; αιι‟ απφ ηνλ ηξφπν πνπ είλαη ρηηζκέλα ηα ζεκέιηα θξίλνκε γηα ην παιάηη. 
[…] Μαο θαλεξψλνπλ ηελ νκνξθηά φρη κε πιαηηά θαη κε ρηππεηά αλαθξάζκαηα, αιιά 
κ‟ εθείλα πνπ βαζηά θαη ζθεπαζηά θξπθνςηζπξίδνπλ.178 
In 1909 Kazantzakis employed the same imagery of an unfinished 
construction in order to comment on the fragmented poems of Solomos: “Μα εκείο 
θπηάδνληαο ηα θνκκάηηα ζακάδνκε θαη ιέκε: «Ση Παξζελψλα ζάρηηδε!»”.179 He then 
referred to the simplicity of Solomos‟ poems comparing them with the longer poetry 
of Palamas:  
Ο ΢νισκφο θαίλεηαη κεγαιήηεξνο απφ ηνλ Παιακά αθξηβψο γη‟ απηφ. Ο έλαο 
μερχλεηαη, ξεηνξεχεη, απιψλεηαη. Ο άιινο ζπκκαδεχεηαη, βαζπζπιινγάηαη, ιηγνκηιεί. 
Καη ην λ‟ αθήζεη αθφκα εξείπηα ην έξγν ηνπ θαη θνκκαηηαζκέλν, καο ηνλ αλεβάδεη 
αθφκα πνιχ αςειά απ‟ φ,ηη ίζσο ηνπ αμίδεη […] Δλψ ηνπ Παιακά ε ζθέςε είκαη 
βέβαηνο πσο πην πιαηεηά είλαη θαη πην παγθφζκηα θαη πην πνιχθαξπε. ΋κσο επεηδή 
ζέιεζε (ζέιεζε; δε κπφξεζε αιιηψο), φιε λα καο ηελ εθθξάζεη, αλαγθαζηηθά ηε 
κίθξαλε. Κη αλαγθαζηηθά φ,ηη πην κεγάιν θαη πην κνπζηθφ έρεη κέζα ηνπ ν Παιακάο 
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πνηέ ηνπ δε ζα θαλεξσζεί. Κη φ,ηη ν ΢νισκφο ίζσο δελ είρε, κε ηελ ππνβνιή ησλ 
ιίγσλ σξαίσλ ιέμεσλ καο έδσθε.180 
In the decade of the 1920s Kazantzakis‟ interest in the poetry of Palamas 
subsided as his correspondence demonstrates. In a letter to Anemogiannis in 1926 
Kazantzakis claimed that Palamas‟ work had declined and argued that there had not 
been a major poet in Greece since the appearance of Solomos.
181
 In 1929 Kazantzakis 
referred to the contribution of Palamas to the cause of demoticism.
182
 He noted the 
assimilation of the major contemporary ideological and philosophical movements in 
his work and his endeavour to formulate the Modern Greek tradition. In Kazantzakis‟ 
view, Palamas‟ short, lyric poems were higher in quality in comparison to his long 
ones for which he had been critically acclaimed. He viewed however the recent 




In 1943 Sikelianos composed a poem about Palamas‟ death and Kazantzakis 
wrote to him regarding it. Kazantzakis also noted in this letter that he is distant from 
Palamas‟ poetry apart from some lyric poems.184 In 1948 Kazantzakis referred again 
to the poetry of Palamas in public characterising him as the dominant figure of the 
19
th
 century and the beginning of the 20
th
 and classifying him as the second national 
poet of Greece after Solomos. He emphasised the great influence of Palamas‟ work on 
Modern Greek literature and mentioned Drosinis, Gryparis, Malakasis and Mavilis as 
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writers who were influenced by Palamas in their work.
185
 Finally, a few years later 
(1953) when Kazantzakis had been critically acclaimed internationally as a novelist 






Kazantzakis acknowledged the impact of Cavafy‟s poetry on Greek letters but 
at the same time he criticised features of its content and style. In 1927 Kazantzakis 
visited Egypt and he met with Cavafy. His description of their meeting was published 
in the same year.
187
 In his depiction of the Alexandrian poet Kazantzakis appeared to 
adopt a Cavafian diction and imagery. He saw Cavafy himself as bearing features of 
the characters of his poetry (“εηξσλεία”, “θσο ησλ θεξηψλ”, “παξαθκή θαη 
θνχξαζε”). Kazantzakis observed a correspondence between the content and form of 
Cavafy‟s poetry. This congruence was detected, however, in characteristics which 
Kazantzakis described in negative terms. Cavafy‟s soul was given feminine and 
scornful features: “ε πνλεξή, φιν θνθεηαξία, βακκέλε, ζηνιηζκέλε γξαία ακαξησιή 
ςπρή ηνπ”.188 Cavafy‟s poetry was described as whimsical by Kazantzakis due to the 
combination of the demotic language with elements of katharevousa and also due to 
what he saw as unsophisticated rhyme and verse: “Ο εμσηεξηθά πξφρεηξνο κα ζνθά 
κειεηεκέλνο ζηίρνο ηνπ Καβάθε, ε ζειεκαηηθά αιινπξφζαιιε γιψζζα ηνπ, ε 
απιντθή ξίκα ηνπ, είλαη ην κφλν ζψκα πνπ κπνξνχζε πηζηά λα πεξηθαιχςεη θαη λα 
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θαλεξψζεη ηελ ςπρή ηνπ”.189 Kazantzakis described the poet as the last representative 
of an old world that does not offer seeds for something new to flourish: “Ο Καβάθεο 
είλαη απφ ηα ηειεπηαία άλζε ελφο πνιηηηζκνχ. Με δηπιά, μεζσξηαζκέλα θχιια, κε 
κηθξφ αζζεληθφ θνηζάλη, δίρσο ζπφξν”.190 Like his characters he is depicted as 
passive during the last years of his life. Waiting for the end, he is described as seeing 
Alexandria from his window like Mark Antony in “Απνιείπεηλ ν Θεφο Αληψληνλ”. 
The description of the meeting of Kazantzakis with Cavafy contains no specific 
information about ideological or artistic matters that they might have discussed. 
According to Kazantzakis the passive, pessimistic and decadent world of 
Cavafy are characteristics of an old civilisation that does not reflect the dynamics of 
his time. The passive character of Cavafy seems to have nothing to offer to the active, 
full of life and vigorous youths that Kazantzakis meets after Cavafy.
191
 Two years 
later (1929) Giorgos Theotokas would stress in the manifesto of the Generation of the 
Thirties, Διεύζεξν Πλεύκα, the need for a vivid, vigorous poetry and would 
characterise Cavafy‟s poetry as an end (“Ο θ. Καβάθεο είλαη έλα ηέινο […]”).192 
In the travel piece on Morea Kazantzakis referred to two young people who 
considered themselves disciples of Cavafy and Karyotakis.
193
 Karyotakis and Cavafy 
were presented as stagnant poets (“ηέικαηα”) due to their pessimistic and passive 
stance. In 1928 upon hearing the news that Karyotakis committed suicide Kazantzakis 
linked his action with his poetic work and interpreted it as a correspondence to the 
ideas of his art. In a letter to Prevelakis on 18 August 1928, Kazantzakis observed 
that: “ηα ηξαγνχδηα ηνπ ηψξα παίξλνπλ κέγα βάζνο, γηνκψλνπλ εηιηθξίλεηα θαη 
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ζπλέπεηα”.194 Kazantzakis appeared to disagree with “θαξπσηαθηζκφο” and he was 
not in favour of the pessimistic outlook that pervaded Karyotakis‟ poetry. He 
acknowledged however the consistency between the life and work of Karyotakis. The 
coherence between the life and art had also been observed by Kazantzakis in the case 
of Cavafy in his travel piece of 1927. 
In the late 1950s Kazantzakis will refer again to Cavafy in two interviews. His 
comments reflect his ambivalence about Cavafy. He characterised Cavafy as a mortal 
man who managed to become immortal through his work.
195
 This poetic immortality 
that recognised in Cavafy is an important element in the thought of Kazantzakis who 
had encapsulated his goals in the phrase “come l‟uom s‟eterna” from Dante‟s Inferno 
(XV 85).
196
 The influence of Cavafy‟s poetry on Modern Greek literature however 
was in retrospect seen unfavourably by Kazantzakis in 1957 because he deemed that a 






Kazantzakis praised the language of Andreas Karkavitsas‟ work which was the 
spoken language with rural elements. He viewed Karkavitsas as a great writer of 
fiction and distinguished his short stories and especially Σα Λόγηα ηεο Πιώξεο as his 
finest works pointing out his dexterity in developing the theme of the sea: “Γηα θείλν ν 
Καξθαβίηζαο είλαη άθηαζηνο, αιεζηλά κεγάινο ζηα Γηεγήκαηά ηνπ θαη ζηα «Λφγηα 
ηεο Πιψξεο» ηνπ, φπνπ ηφζν ζετθψο δεκηνπξγηθά θπζά «πλεχκα δσήο» ζηε ζάιαζζα, 
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ζηα θαξάβηα, ζηα θαληάζκαηα, ζηηο ηξηθπκίεο θαη ζηηο αηφξλεπηεο θη απιντθέο ςπρέο 
ησλ λαπηψλ”.198 On the other hand Karkavitsas‟ novel O Αξραηνιόγνο, a roman à 
thèse, which was generally considered as a critical failure was presented by 
Kazantzakis as an aberration: “Κ‟ είλαη πάιη [ν Καξθαβίηζαο] πνιχ κεηξηφηαηνο 
αιιεγνξηζηήο ζηνλ «Αξραηνιφγν» ηνπ, φπνπ μεθεχγνληαο πηα απφ ηε faculté maîtresse 
ηνπ, ζέιεη λα ζχξεη ην «ρνξφ ησλ ηδεψλ» θαη λα πςψζεη ζε ζχκβνια λεθξά θαη 
πνιπθαλεξσκέλα θη αλαηκηθά ηνπο γεκάηνπο αίκα θαη δσή αλζξψπνπο ηνπ”.199 
Kazantzakis was especially interested in folkloric stories that developed the 
life, customs and dialect at the region of Crete. Kazantzakis was acquainted with 
Ioannis Kondylakis‟ work which depicted the rural life at the countryside but was 
written in the linguistic form of katharevousa with the exception of Ζ Πξώηε Αγάπε. 
On the occasion of Kondylakis‟ death in 1938 a brief comment of Kazantzakis on the 
fiction of Kondylakis was published in the journal Κξεηηθέο ΢ειίδεο in which 
Kazantzakis lauded Kondylakis as a person. However, he expressed dissatisfaction 
with Kondylakis‟ work since according to Kazantzakis he did not manage to transfer 
all his talent in his work: “έλαο ηέηηνο Κξεηηθφο ράζεθε ρσξίο λ‟αθήζεη έξγν αληάμην 
κε ηε θιφγα θαη ηελ πεξεθάληα ηνπ”.200 
Another writer of ethography that Kazantzakis valued was Georgios Marandis 
(1886-1967), who published folkloric short stories using the dialect of Eastern Crete. 
His literary work portrayed the everyday life, people and customs in the countryside 
of Crete. Marandis‟ works that are found in Kazantzakis‟ library are Σν Μηρειηό, 
Δκάζεηέ ηα; Δθιέςαλε ιέεη ην Γαξεθαιηώ (with dedication), Σν όλεηξν ηνπ ΢ηαπξνύιε 
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 Marandis had consciously placed his work in the tradition of 
Ioannis Kondylakis. In the prologue of Κξεηηθέο Απνζπεξίδεο Marandis predicted that 
if an author in the future wants to write about Cretan life and types of people he will 
follow the path that Kondylakis paved and in 1919 Kondylakis extolled the first 
ethography of Marandis, ΣνΜηρειηό, in a letter to him.202 In comparing Σν Μηρειηό 
with his own Ο Παηνύραο Kondylakis found the first superior in many points: “Μνπ 
αξέζεη ρσξίο θακκίαλ επηθχιαμηλ. Δηο πνιιά ζεκεία ην επξίζθσ αλψηεξνλ ηνπ 
«Παηνχρα» κνπ. Ο δηάινγφο ηνπ είλαη θπζηθψηεξνο θαη αιεζηλψηεξνο θαη ην 
πεξηβάιινλ πηζηφηεξα αληηγξακκέλνλ. Δηο απηφ βεβαίσο ζαο εβνήζεζελ ε θαιή 
ρξήζηο ηεο Γεκνηηθήο γιψζζεο, ηελ νπνίαλ ηφζνλ θαιά ρεηξίδεζζε!”.203 Although 
Marandis‟ work has fallen into obscurity today, it was acclaimed in his time. 
Kazantzakis knew Marandis in person and in a letter to him he referred to the 
subject matter of his work and the depiction of Megalo Kastro in it. Kazantzakis said 
to Marandis on 30 December 1953: “Βνπιηάδεη, ράλεηαη ην Κάζηξν καο, επηπιέεη πηα 
κνλάρα ζηε κλήκε πνιχ ιίγσλ αλζξψπσλ. Κ‟ έρνπκε φινη ρξένο λα γξάςνπκε φ,ηη 
ζπκνχκαζηε, λα ζψζνπκε φ,ηη κπνξνχκε […] Δζχ έθακεο θαη θάλεηο ην ρξένο ζνπ ζην 
Κάζηξν κε ηα γξαθηά ζνπ […] ΢ηνλ Καπεηάλ Μηράιε έθακα θ‟ εγψ, φ,ηη κπνξνχζα, 
αλαθαηέβνληαο αιήζεηα θαη ςεπηηέο θαη βάδνληαο μφκπιηα”.204 Ο Καπεηάλ Μηράιεο 
was also set in Kastro, the modern Heraklion, and as we will examine in the relevant 
chapter Kazantzakis‟ novel bears intertextual connections with Marandis‟ work. 
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One of the first critical reviews that Kazantzakis published was about Ridi 
Pagliaccio by the novelist and dramatist Galateia Kazantzaki, who was his first 
wife.
205
 According to Kazantzakis, the characteristic feature of her writing was the 
criticism of the flaws of the society and he praised the sarcastic and revolutionary 
style of her work. The distinguishing characteristics that he observed in her novella 
were honesty, irony and disillusionment. Overall, he considered her a major writer 
although he found flaws in her style.
206
 In 1929 he even placed her fiction at the top 
of Modern Greek literature (“occupe le sommet de la jeune littérature néo-
hellénique”).207 A year later (1930) he wrote to Prevelakis that his friend and editor 
Lachanas had sent him recently published books and he read the collected prose of 
Palamas, Giorgos Theotokas‟ Διεύζεξν Πλεύκα, Varnalis‟ ΢θιάβνη Πνιηνξθεκέλνη 
and Galateia‟s collection of short stories entitled 11 π.κ.-1 κ.κ., that he considered the 
best among them.
208
 Kazantzakis preferred her works Ridi Pagliaccio, Ζ Άξξσζηε 
Πνιηηεία,209 and 11 π.κ.-1 κ.κ.210 Galateia‟s Άλζξσπνη θαη Τπεξάλζξσπνη that was 
published in 1957 seems to express her outlook on Kazantzakis‟ life and work as the 
character named Alexandros bears correspondences with Kazantzakis. Kazantzakis 
did not criticise it in public and we do not know if he read it but he wrote in a letter 
to Lefteris Alexiou that this book would nourish the myth of his life.
211
 At that time 
                                                          
205
 Kazantzakis 1909a: 1-3. 
206
 See Prevelakis 1984a: 176. 
207
 Kazantzakis 1929: 5. 
208
 Prevelakis 1984a: 185. 
209
 Their letters show that Kazantzakis made efforts to have Galateia‟s novella translated to 
German by Dieterich but Galateia did not respond to his endeavours. Kazantzakis 1958a: 64, 
95. 
210
 See Prevelakis 1984a: 185. 
211
 See the letter to Lefteris Alexiou in Bien 2012: 832-833. 
68 
 
Kazantzakis was himself writing Αλαθνξά ζηνλ Γθξέθν, a novel which was based on 
autobiographical material about his life and art and was published posthumously. 
 
Theotokis, Voutiras and Varnalis 
Kazantzakis held in high esteem the literary works where contemporary 
matters were developed. He considered Konstandinos Theotokis as a writer of great 
value and observed that he had been very influential although he did not specify 
which writers had been influenced by Theotokis‟ work.212 He noted however that his 
work had fallen into obscurity. Kazantzakis had also referred to the work of 
Dimosthenis Voutiras and distinguished in particular the contemporary issues that 
were treated in his fiction.
213
 Moreover, Kazantzakis presented a critical evaluation of 
Voutiras in comparison to Papadiamandis: “Le style de ses écrits est négligé, la 
langue extrêmement pauvre, mais ses défauts vont de pair avec une force 
d‟imagination exceptionnelle et une humanité ardente, profonde. Voutiras est loin de 
l‟ art pur de Papadiamantis, mais ses nouvelles sont puissantes par ailleurs: en elles, 
retentit le cri de l‟homme contemporain”.214 In literary criticism the work of Voutiras 
was often compared to that of Papadiamandis.
215
 Here Kazantzakis also compares 
their work and points out that Voutiras‟ work has a contemporary character but is 
distant from the “pure art” of Papadiamandis. 
Varnalis‟ work was also praised by Kazantzakis due to its contemporary 
orientation. Kazantzakis referred to the treatment of religious and social matters in the 
poetry of Varnalis. In 1929 Kazantzakis states: “Un des plus intéressants représentants 
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de cette tendance en Grèce est Kostas Varnalis. Ses vers sont les plus vigoureuses 
satires dirigées contre les idoles surannées de la société contemporaine: religion, 
patriotisme, beautés et vertus bourgeoises”.216 In Kazantzakis‟ view the distinctive 
feature of Varnalis‟ poetry was the satire upon institutions of the contemporary 
society such as religion and patriotism. In his interviews in the 1950s he also 
expressed his appreciation for the poetry of Varnalis (“Ο Βάξλαιεο γξάθεη θαιά θαη 
ζα κπνξνχζε βέβαηα λα δψζεη κεγάια πξάγκαηα, αλ έθαλε θάπνηεο ζπζίεο”, “Δθηηκψ 
ηδηαίηεξα ηελ πνίεζε ηνπ Βάξλαιε”).217 Overall, Kazantzakis considered Varnalis as 





Kazantzakis met Angelos Sikelianos in 1914 at the Educational Society and in 
the same year they travelled on Mount Athos. Their meeting and journey was 
described by Kazantzakis in Αλαθνξά ζηνλ Γθξέθν.219 Sikelianos‟ Delphic Festivals in 
1927 and 1930 during the years of their estrangement were viewed by Kazantzakis as 
an abandonment of his poetic work.
220
 In 1946 both Sikelianos and Kazantzakis were 
candidates for the Nobel Prize for literature.
221
 According to Prevelakis, Kazantzakis 
also wanted to write a book about Sikelianos after his death in 1951.
222
 Kazantzakis 
emphasised the contribution of Sikelianos to the cultivation of the demotic language 
in his poetry. In 1954 he dedicated the translation of Dante‟s Divine Comedy to him, 
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“il miglior fabbro del parlar materno”.223 In a 1957 interview Kazantzakis stated: 
“Μειέηεζα ηε γιψζζα ηνπ ιανχ θαη πξνζπάζεζα λα πάξσ απφ απηήλ φζεο ιέμεηο θ‟ 
εθθξάζεηο πξέπεη, θαηά ηε γλψκε κνπ, λα κπνπλ θαη ζην γξαπηφ καο ιφγν. Ννκίδσ 
πσο ε γιψζζα κνπ ζα είλαη αχξην ε γιψζζα ησλ ζρνιηθψλ βηβιίσλ. Βέβαηα ζηε 
δηακφξθσζε ηεο δεκνηηθήο εξγάζηεθαλ θη άιινη ινγνηέρλεο θαη ηδηαίηεξα κεγάιε 
ππήξμε ε ζπκβνιή ηνπ Βαιασξίηε θαη ηνπ ΢ηθειηαλνχ”.224 He also referred to 
Sikelianos as a major poet and he observed a lack of poets at the time: “Ο δηθφο καο ν 
πνηεηήο, ν ΢ηθειηαλφο, ήηαλε κεγάινο. […] ΢ήκεξα ππάξρνπλ πνηήκαηα, πνηεηέο δελ 
ππάξρνπλ”.225 In 1957 he characterised Sikelianos as well as Joan Ramón Jiménez 
who was awarded the Nobel Prize in literature in 1956 as the best poets of the 
century: “Ο ΢ηθειηαλφο καδί κε ηνλ Ηζπαλφ Υνπάλ Υηκέλεζ είλαη νη κεγαιχηεξνη 
πνηεηέο ηνπ αηψλα καο”.226 
 
The Aeolian School 
Kazantzakis referred to the Asia Minor Catastrophe as a crucial turning point 
for Modern Greek history. He observed that with the literary output of the Greeks 
from Asia Minor, Modern Greek literature acquired nostalgia for the lost homeland.
227
 
He recognised Stratis Myrivilis as one of the best writers of fiction in Modern Greek 
literature (“Un de nos meilleurs prosateurs. Il connaît très bien la langue, son style est 
viril, ses expressions très riches et très exactes”).228 In a letter sent to Prevelakis on 28 
August 1934 Kazantzakis mentioned that he had just met Myrivilis and Venezis for 
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 Two years later (1936) Myrivilis publicly defended Kazantzakis 
against allegations that his work did not have a social goal.
230
 In 1945 the journal 
Καιιηηερληθή Διιάδα, whose editor was Myrivilis, published the first part of 
Kazantzakis‟ tragedy Πξνκεζέαο (pages 6-24). In August 1954 Kazantzakis stated in 
an interview: “Θα πεηο, ηη ζ‟ εδηαθέξεη ζηνλ Μπξηβήιε; Ζ γιψζζα! Δίλαη κάζηνξεο. 
Πξέπεη θαη λα κεηαθξαζηεί. Αμίδεη”.231 In August 1957 he added: “Απφ ηα ζχγρξνλα 
έξγα κεγάιε εληχπσζε κνπ έθαλε «Ζ παλαγηά ε Γνξγφλα» ηνπ Μπξηβήιε. Δίλαη 
κεγάινο ζπγγξαθέαο θαη ζπζηήλσ ζ‟ φινπο κνπ ηνπο μέλνπο εθδφηεο λα 
κεηαθξάζνπλ ην έξγν ηνπ”.232 The traits of Myrivilis‟ works according to Kazantzakis 
were the language, the style and the richness of the narrative expressions.
233
 
Photis Kondoglou was viewed by Kazantzakis as an author who writes in a 
strong and vivid language. He referred to his interest in Christianity and Byzantine 
history, art, literature and religion as well as his interest in his native land, Asia 
Minor.
234
 In his travel piece on Morea, Kondoglou along with Gemistos Plethon and 
Theodoros Kolokotronis are presented by Kazantzakis as exemplary personalities who 
were able to define themselves in the historical moment when they lived.
235
 
Kazantzakis was familiar with the work of another major writer of the Aeolian 
School, Ilias Venezis, but he claimed that their perspectives on literature were 
different. He explained that whereas Venezis appreciated the aesthetic value of a 
literary product, Kazantzakis evaluated the creation of ideas.
236
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The Generation of the Thirties 
Kazantzakis argued that there were numerous talented authors among the 
writers of the Generation of the Thirties but there were no poets or novelists standing 
out in the way that Sikelianos and Palamas did. This was claimed by Kazantzakis on 3 
December 1953 in an interview that was published in the journal Αζελατθή.237 The 
authors whose literary talent Kazantzakis mentioned in that interview were Odysseas 
Elytis,
238
 I. M. Panagiotopoulos, Giorgos Theotokas, Angelos Terzakis and 
Prevelakis. 
Seferis, as becomes clear from letters, is seen by Kazantzakis as part of a 
“clique” together with Katsibalis and Dimaras.239 Seferis was characterised by 
Kazantzakis in 1947 as an “interesting” poet of the time.240 By 1947 Seferis had 
published his most well-known poetical works such as Μπζηζηόξεκα and Κίριε. 
Kazantzakis viewed a cerebral character in Seferis‟ poetry which rendered it learned 
and refined. He also referred to Seferis as a démodé poet (“un peu vieillote”) and as a 
minor poet (“poetique mince mais pure”, “Poeta minor, faible, sensible et 
symphatique”).241 He did not acknowledge, however, any originality in the work of 
Seferis and he classified him as a disciple of T. S. Eliot. In an interview with 
                                                          
237
 Kazantzakis 1953. 
238
 Minas Dimakis reported that Kazantzakis had met with Elytis: “Μηαλ άιιε Κπξηαθή 
είκαζηε ζην ζπίηη ηνπ θ. Αιέθνπ Μπελάθε θαη αλάκεζα ζηνπο πξνζθεθιεκέλνπο είηαλ θαη ν 
Οδπζζέαο Διχηεο. Θπκάκαη ηνλ Καδαληδάθε πνπ επαλέιαβε δπν-ηξεηο θνξέο ζηνλ Διχηε: 
«λα κελ μερλάο πσο είζαη Κξεηηθφο». Δίλαη γλσζηφ πσο ν Διχηεο γελλήζεθε ζην Ζξάθιεην 
ηεο Κξήηεο θ‟ εθεί πέξαζε ηα παηδηθά ηνπ ρξφληα, θαηάγεηαη φκσο απφ ηε Μπηηιήλε. 
Αλακλήζεηο απφ ην Ζξάθιεην, ηνπσλχκηα θαη ινηπά, βξίζθεηο ζην «Άμηνλ Δζηί» ηνπ ιακπξνχ 
απηνχ πνηεηή”. Dimakis 1975: 63. For a discussion of parallel elements between Kazantzakis‟ 
work and that of Elytis, see Saltapidas 1993: 36-45. Also see Giatromanolakis 2011: 11-14. 
For the connection of Ebeirikos and Elytis with Kazantzakis‟ work see Kalokyris 2011: 152-
158. 
239
 See the letter of Kazantzakis to Knös in E. Kazantzaki 1977: 580 and Bien 2012: 715-716. 
Also see Kazantzakis‟ letter to Kastanakis in Bien 2012: 650. 
240
 Kazantzakis 1947. 
241
 Kazantzakis 1947. 
73 
 
Pouskouri in 1952 Kazantzakis also noted the connection of Seferis‟ poetry with that 
of Eliot (“ν ΢εθέξεο, άλζξσπνο κνξθσκέλνο θαη θαιιηεξγεκέλνο, ζπκίδεη φκσο 
Έιηνη”).242 Kazantzakis made a similar comment in an interview in 1956 in Slovenia: 
“Μηιψληαο γηα ηελ ζχγρξνλε Διιεληθή ινγνηερλία δηέθνςε έμαθλα ηελ θνπβέληα καο 
θαη άξρηζε λα κηιάεη κε ηελ γπλαίθα ηνπ Διιεληθά θαη ε ζπδήηεζε απηή είρε αξρίζεη 
θηφιαο λα δπλακψλε φηαλ ν Καδαληδάθεο απεπζχλζεθε ζε κέλα ιέγνληαο: «Ζ 
γπλαίθα κνπ ζέιεη νπσζδήπνηε λα αλαθέξσ θαη ηνλ ΢εθέξε, εγψ φκσο δελ ηνλ αγαπψ 
γηαηί δελ είλαη θαζφινπ Έιιελαο επεηδή γξάθεη πνηήκαηα φπσο ν Έιιηνη [sic]”.243 In 
the few references to Seferis‟ poetry Kazantzakis chose to emphasise the influence of 
Eliot on it, which has been observed by numerous critics of his work. 
Theotokas was considered by Kazantzakis as a talented essayist (“Σα δνθίκηα 
ηνπ Θενηνθά είλαη αλψηεξα απφ ηα πεξηζζφηεξα ζχγρξνλα γαιιηθά”).244 In 1947 he 
had characterised him as a cultivated writer who had an average talent (“talent 
médiocre”, “dessous de la médiocrité. Aurea mediocritas”) and grouped together with 
Theotokas other writers such as Terzakis, P. Charis, Xefloudas, Petsalis and 
Athanasiadis.
245
 Later (1954) he stated in an interview that he paid special attention to 
Terzakis‟ historical novel H Πξηγθηπέζζα Ηδακπώ but criticised the lack of analogies 
or parallels with the present. Kazantzakis considered a historical novel successful as 
long as it did not treat subjects merely of the past but also reflected present matters. 
Kazantzakis also referred to Petsalis‟ historical novel Οη Μαπξόιπθνη. The novel 
which has the subtitle “the chronicle of the occupation of Greece by the Turks 1565-
1799” follows the history of the family of Mavrolikoi during those years. Although 
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Kazantzakis considered the choice of theme successful he observed that the unfolding 
of the plot would need more than the two volumes which were published to be 
developed: “Ο Πεηζάιεο είρε ζεκαληηθή επηηπρία ζηνπο «Μαπξφιπθνπο». ΋κσο ην 
ζέκα πνπ είλαη επηηπρέζηαην είλαη πνιχ βαξχ θαη ήζειε πεξηζζφηεξνπο ηφκνπο”.246 
Karagatsis is valued by Kazantzakis for his narrative technique and the treatment of 
his topics. However, Kazantzakis viewed the style of Karagatsis‟ language as artificial 
and his adherence to Freud as obsessive.
247
 Thrasos Kastanakis had a good knowledge 
of the Greek language, as Kazantzakis argued, and his style was vivid and humorous. 
Kazantzakis observed the cosmopolitan character of Kastanakis‟ writing and also his 
profound knowledge of what he called “Homo Hellenicus” (“d‟ une connaisance 
profonde de Homo Hellenicus”).248 
Kosmas Politis‟ work was praised by Kazantzakis for its content and style. 
The novel Σν Γπξί (1945) is found in Kazantzakis‟ library with the dedication 
“Δλζχκην ζηνλ θ. Ν. Καδαληδάθε. Κ. Πνιίηεο”. In 1946 Kazantzakis delivered a 
speech on the poetry of Paul Eluard as the president of the Society of Greek Writers 
(Δηαηξία Διιήλσλ Λνγνηερλψλ) and Kosmas Politis was a member of the society that 
organised that event.
249
 Moreover, Kosmas Politis was a member of the committee of 
the society of Greek writers that in 1946 nominated Kazantzakis for first time as a 
candidate for the Nobel Prize of Literature.
250
 In 1947 Kazantzakis stressed the 
narrative power and the advanced ideas in Kosmas Politis‟ fiction, something that 
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renders his novels dense in meaning. He did not comment upon an individual work 
but on the whole he characterised Kosmas Politis‟ novels as remarkable.251 
It is well-known that Prevelakis was a writer who was Kazantzakis‟ friend, 
collaborator and confidant. Their correspondence from 1926 until 1957 was published 
by Prevelakis in 1965.
252
 Kazantzakis considered Prevelakis as one of the best writers 
of the younger generation,
253
 and viewed him as a valid continuator of Zacharias 
Papandoniou.
254
 Kazantzakis‟ evaluations about Prevelakis‟ work were rarely 
expressed in public and he conveyed his opinion about it directly to him. In the letters 
of Kazantzakis to Prevelakis he commented on most of Prevelakis‟ works such as Σν 
Υξνληθό κηαο Πνιηηείαο, Παληέξκε Κξήηε, Ο Κξεηηθόο, and Ο Γθξέθν ζηε Ρώκε. 
Kazantzakis expressed his opinion to Prevelakis during the production of the works, 
when he sent them to Kazantzakis after their publication or when Prevelakis was 
reading his works to him. In Kazantzakis‟ comments we most often find remarks 
about the language, the style, the themes and narrative of Prevelakis‟ novels. In an 
interview in 1957 he characterised Prevelakis as a remarkable writer and advised 






It has been argued in this chapter that Kazantzakis engaged in a scrupulous 
reading of Modern Greek literature. He was avidly reading Modern Greek literary 
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works and he was seeking access to them even when he was temporarily or 
permanently leaving outside of Greece. From the early 1940s onwards he was 
acquainted with the literary tradition of Modern Greece and he was also following the 
literary production of the established poets and novelists of his time. Moreover, he 
was reading selectively the works of the younger poets and novelists. The criteria that 
Kazantzakis exerted in his literary evaluations concerned the language, the style and 
the theme of the work. He noted especially the connections of the work with the 
present and how it expressed contemporary matters and ideas. 
Kazantzakis‟ critical comments did not have the breadth and impact of 
Palamas‟ essays or the popularity that Thetotokas‟, Seferis‟ or Elytis‟ essays saw. The 
exploration of Kazantzakis‟ activity as a reader and the examination of his critical 
evaluations show that he was acquainted with the Modern Greek literary tradition and 
also with the literary criticism of the time. He was familiar with the critical 
discussions as he often raised matters in his comments that appeared in contemporary 
criticism. He was also aware of the critically acclaimed Modern Greek works. This 
phase since the early 1940s coincided with the writing of his major novels and 
therefore we can be confident that when he was writing them he had a substantial 
knowledge of Modern Greek literature. The fruits of his engagement with Modern 
Greek literature as a reader are found in the literary work that he produced whose 
intertextual relationship with the Modern Greek literary tradition is analysed in the 






2. The integration of folk and literary tradition in The Life and Times of 
Alexis Zorbas 
 
In Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά the folk tradition and the literary 
tradition of Modern Greece are interwoven. A juxtaposition of works with folk and 
literary features permeates the novel as it is intertextually linked with the Greek 
cultural tradition. In terms of content the novel explores the dipoles of the folk and the 
individual, the oral and the written, the high and the low. The examination of the 
intertextual techniques that link the novel with works that belong to the folk and the 
literary tradition is the subject matter of the current chapter which is divided into two 
sections. First, the connection with folk tradition is analysed through parallel readings 
with folk poetry. Second, the association with Modern Greek literature from Palamas‟ 
work, to Myrivilis‟ novella Ο Βαζίιεο ν Αξβαλίηεο and Kosmas Politis‟ novel 
Λεκνλνδάζνο is explored. Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά is the only novel 
examined in this thesis whose narrator is not a third-person omniscient narrator but a 
character who participated in the episodes. This investigation aims to demonstrate that 
the narration is joined with the exploration of the components of the Greek cultural 
tradition. 
 
2.1. THE FOLK TRADITION 
Greek folk songs 
The narrator is the character who writes retrospectively the events that he 
experienced with Zorbas. This is stated explicitly in the prologue of the novel: “Κη 
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έηζη ν Ενξκπάο, ν γεκάηνο ζάξθα θαη θφθαια, θαηάληεζε ζηα ρέξηα κνπ κειάλη θαη 
ραξηί”.256 Zorbas commits nothing much to paper and his words are presented as a cry 
which inevitably bears an oral character: “Αλ άθνπγα ηε θσλή ηνπ -φρη ηε θσλή, ηελ 
θξαπγή ηνπ”.257 Zorbas also sings καληηλάδεο: 
-Έλα θξεηηθφ, ηεο παηξίδαο ζνπ! έθακε ν Ενξκπάο˙ ζα ζνπ ηξαγνπδήζσ κηα 
καληηλάδα πνπ κνπ ηελ έκαζαλ ζην Κάζηξν˙ απφ ηε κέξα πνπ ηελ έκαζα, άιιαμε ε 
δσή κνπ. ΢θέθηεθε ιίγν: -΋ρη, δελ άιιαμε, είπε˙ κα ηψξα θαηαιαβαίλσ πσο είρα 
δίθην. Άπισζε ηα ρνληξνδάρηπιά ηνπ ζην ζαληνχξη, ζήθσζε ην ιαηκφ. Ζ θσλή ηνπ, 
άγξηα, βξαρλή, φιν ληέξηη, ηξηθχκηζε ηνλ αγέξα: 
΢αλ ηε ινγηάζεηο κηα δνπιεηά, όξηζα θαη κε θνβάζαη˙ 
ακόια ηε ηε ληόηε ζνπ θαη κελ ηελε ιππάζαη!258  
While Zorbas is singing καληηλάδεο the workers are dancing and the narrator is 
watching them speechless (“Κη εγψ ηνπο θνίηαδα ζπλεπαξκέλνο, ακίιεηνο, θαη 
ζπιινγηνχκνπλ”).259 The oral and folk cultural elements with which Zorbas is linked 
are transmitted in the written text that the narrator produced afterwards, namely the 
novel. 
The protagonist of the novel, Alexis Zorbas, is presented as a brave character 
of the people. His words and actions are reminiscent of the heroes of the folk tradition 
and folk poetry. The novel has a multifaceted connection with folkloric elements and 
the narration also includes proverbs.
260
 The Greek folk songs, which were in their 
majority composed by anonymous creators, were transmitted orally whereas the 
literary tradition was a written one. An integral characteristic of the folk songs is their 
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oral character, an element with which Zorbas is associated. The relation of the oral 
and the written element as well as the folk and the literary are reflected in the 
mingling of the folk and the literary tradition in the novel. 
Moreover, although the narration belongs to a prose text, which in fact is the 
first of the major novels that Kazantzakis wrote in his mature period, it is interwoven 
with features from the folk poetry. It might be said that this project enabled 
Kazantzakis to render the novel as a fulfillment of the aesthetic ambitions that he had 
earlier as a poet. The intertextual poetics in terms of the juxtaposition of prose and 
poetry seem to be reflected in the following description of the Cretan landscape where 
the story takes place: 
Έκνηαδε ην θξεηηθφ εηνχην ηνπίν, έηζη κνπ θάλεθε, κε ηελ θαιή πξφδα: 
θαινδνπιεκέλν, ιηγφινγν, ιπηξσκέλν απφ πεξηηηά πινχηε, δπλαηφ θαη 
ζπγθξαηεκέλν. Γηαηχπσλε κε η‟ απινχζηεξα κέζα ηελ νπζία. […] Μα αλάκεζα απφ 
ηηο απζηεξέο γξακκέο ηνπ μερψξηδεο ζην θξεηηθφ εηνχην ηνπίν απξνζδφθεηε 
επαηζηεζία θαη ηξπθεξάδα –ζε απάλεκεο γνχβεο κνζθνβνινχζαλ νη ιεκνληέο θη νη 




The narration of the novel is permeated by references, quotations and allusions 
to folk poetry. The characters and the narrator explicitly refer to folk songs, they 
quote segments from folk songs and they engage in actions that connect them with 
characters from folk songs.  
Zorbas from his very first appearance in the novel as he introduces himself to 
the narrator mentions his skill in singing θιέθηηθα (“ηξαγνπδψ θηφια θάηη παιηνχο 
θιέθηηθνπο ζθνπνχο, καθεδνλίηηθνπο”).262 Zorbas seems to augment the traditional 
world of the θιέθηηθα. The choice of this category of folk poetry (θιέθηηθα) is 
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appropriate as the gist of these folk songs suits the worldview and character of 
Zorbas. These songs encapsulate a fearless attitude and a free spirit that are the most 
significant characteristics of Zorbas. Although the θιέθηεο did not adhere to a national 
ideology they defended the Greeks by fighting against the Turks and hence their 
deeds were sung by the Greek people.
263
 Alexis Politis writes: “΋,ηη ηξαγνπδηέηαη ζηα 
θιέθηηθα είλαη ε αηνκηθά επςπρία˙ δελ ζα βξνχκε πνπζελά νχηε εζληθή νχηε 
θνηλσληθή ζπλείδεζε. Απηφ πνπ είδε ή πνπ ζέιεζε λα ηδή ν ηξαγνπδηζηήο ζηνλ ήξσά 
ηνπ είλαη ε ειεχζεξε ςπρή, πνπ μεπεξλάεη φια ηα εκπφδηα, απ‟ φπνπ θη αλ 
μεπξνβάιινπλ”.264 The attitude of θιέθηεο is analogous to that of Zorbas, who 
participated in Greek wars without being restricted by a nationalistic ideology and 
thus retaining his individual freedom. Moreover, the noun δνξκπάο was used by the 
Turks in order to refer to θιέθηεο.265 The association of Zorbas with θιέθηηθα at the 
beginning of the novel reflects his character and ideology. 
Zorbas quotes a θιέθηηθν entitled “Tν ιαγηαξλί” in the narration of his 
wedding with Nousa. Zorbas says:  
Βγήθαλ θιέθηεο ζηα βνπλά 
γηα λα θιέςνπλ άινγα!  
Κη άινγα δε βξήθαλε 
Καη ηε Ννχζα πήξαλε!266 
When Zorbas quotes the verses of the song he changes them and Nousa takes 
the place of the sheep that are stolen. Instead of πξνβαηάθηα πήξαλε Zorbas says θαη 
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ηε Ννύζα πήξαλε. He states explicitly that he has changed the verses of the folk song 
as he says to the narrator: “βιέπεηο, αθεληηθφ, ην άιιαδα θαη ιίγν, γηα ηελ 
πεξίζηαζε”.267 Zorbas quotes the song with alterations that adapt it to the specific 
occasion. The ending of the story shows that the substitution of Nousa for the sheep 
that are stolen by the θιέθηεο in the folk song anticipates her own abduction 
afterwards as she is taken from Zorbas by a soldier who happens to pass by the 
village. 
In other instances ideas and values that are included in ξηδίηηθα are detected in 
the words of the narrator. For example, the following ξηδίηηθν develops the idea of the 
openness of the brave man to philoxenia: 
Σνλ αληξσκέλν κελ ηνλ θιαηο φληελ θη‟ αλ αζηνρήζε. 
Μ‟ αλ αζηνρήζε κηα θαη δπν παι‟ αληξσκέλνο είλε, 
Πάληα ‟λ‟ ε πφξηαλ ‟η‟ αλνηρηή θ‟ ε ηάβιαλ ηνπ ζηξσκέλε 
Καη η‟ αξγπξφλ ηνπ ην ζθακλί φκνξθα ζηνιηζκέλν, 
Υαξνθνπνχλ νη θίινηλ ηνπ θάζνπληαη ηξσλ θαη πίλνπλ.268 
In the episode where he tries to prevent Manolakas from fighting with Zorbas, 
the narrator reminds him the moral values of philoxenia since Zorbas is not Cretan. 
Just like in the folk song, the narrator stresses that it does not matter that Manolakas 
did not show his bravery since everyone knows that he is brave. He then invites him 
to eat and drink together with Zorbas and refers to their friendship in a narration that 
evokes the ξηδίηηθν: 
Γελ ληξνπηάδεζαη εζχ εχθνια, θαπεηάλ Μαλφιαθα! είπα. ΋ιν ην ρσξηφ έρεη λα θάκεη 
κε ηελ παιηθαξηά ζνπ˙ κελ θνηηάδεηο ηη γίλεθε πξνρηέο ζηελ εθθιεζηά˙ ήηαλ θαθή 
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ψξα, φ,ηη έγηλε έγηλε, πάεη! Κη χζηεξα κελ ην μερλάο, ν Ενξκπάο είλαη μέλνο, 
Μαθεδφλαο, θη είλαη κεγάιε ληξνπή, εκείο νη Κξεηηθνί, λα ζεθψλνπκε ρέξη ζ‟ έλα 
μελνκεξίηε πνπ ‟ξζε ζηνλ ηφπν καο… Έια, δψζε ην ρέξη, απηφ ζα πεη παιηθαξηά, θη 
έια, πάκε ζηελ παξάγθα λα πηνχκε έλα θξαζί, λα ςήζνπκε κηαλ πήρε ινπθάληθν 
κεδέ, λα ζηεξεψζεη, θαπεηάλ Μαλφιαθα, ν θηιησκφο!269 
There are topics of stories that Zorbas narrates from his past which had been 
developed in the folk tradition. The story that Zorbas recounts to the narrator 
regarding the fixation of an old woman with her appearance and his reaction against 
her alludes to Cretan ξηδίηηθα. More specifically, Zorbas says: “Κάζε ΢άββαην ινηπφλ 
ε γξηά ηξαβνχζε ην κεληέξη ηεο ζην παξαζχξη, έπαηξλε θξπθά ην θαζξεθηάθη, θαη 
δψζηνπ ρηέληδε φζα καιιηά ηεο είραλ απνκείλεη θαη ηα ‟θαλε ρσξίζηξα. […] «Ση κνπ 
ηξίβεηο κε θαξπδφθπιιν ηα ρείιηα θάζε ΢άββαην θαη κνπ θάλεηο ρσξίζηξα; Θαξξείο 
γηα ζέλα θάλνπκε θαληάδα; Δκείο ηελ Κξνπζηάιισ ζέκε˙ εζχ κπξίδεηο ιηβάλη!» […] 
Μαξάδσζε, θη χζηεξα απφ δπν κήλεο έπεζε ηνπ ζαλαηά”.270 Key-words such as γξηά, 
and ρσξίζηξα are markers that link Zorbas‟ narrative with the following ξηδίηηθν:  
Θε κνπ θαη έπαξέ ηελε ηνχηελ ηε γξα ‟π‟ νκπξφο κνπ. 
Κη‟ ν ζηφο θαη κ‟ ειππήζεθε θ‟ είδε ηνλ ηφζν θφβν 
Καη κνπ ‟ζηεηιε ην Υάξνληα, θ‟ έθηαμε ην ληειφγθν. 
Κ‟ ε γξάδεο σο η‟ αθνχζαλε επηάζαλ ηζε θαξθίρηαηο 
Μπαίλνπλ ινπγνρηελίδνπληαη θαη ζηάδνπλ ηζε ρσξίζηξαηο. 
Κη‟ ν Υάξνληαο επέξαζε ‟ο η‟ άινγν θαβαιάξεο˙271 
The theme of death is recurrent in Greek folk songs and especially in the broad 
category of laments (κνηξνιόγηα). Zorbas makes references to the κνηξνιόγηα after the 
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death of the widow and expresses his intention to sing one for her.
272
 In this episode 
he also discusses with the narrator about the death of his young child. The ideas that 
he expresses are associated with concepts expressed in κνηξνιόγηα. The notion of 
God‟s injustice regarding the death of a young person is found in ξηδίηηθα: 
Θε κνπ κεγαινδχλακε, άδηθα πνπ ηα θάλεηο. 
Παίξλεηο ηζη ληνχο, παίξλεηο ηζη ληέο θη αθήλεηο ηζη γεξφληνπο. 
Μα δελ κπνξείο ην Υάξνληα, Θε κνπ, λα ηφλε πάξεο, 
λα κελ ππάξρε ζάλαηνο κνχδε θαη Κάησ θφζκνο;273 
Zorbas develops the same theme stressing also the aspect of injustice and 
repeating the word άδηθα that is present in the folk song: “-΢νπ ιέσ, αθεληηθφ, φια 
εηνχηα πνπ γίλνπληαη εδψ ζηνλ θφζκν, άδηθα, άδηθα, άδηθα! Γελ ππνγξάθσ εγψ, εγψ 
ην ζθνπιεθάθη, εγψ ν γπκλνζάιηαγθαο, ν Ενξκπάο! Γηαηί λα πεζαίλνπλ νη λένη θη νη 
λέεο θαη λα ‟πνκέλνπλ ηα ζαξάβαια; […] δε ζα ην ζπρσξέζσ ζην Θεφ!”.274 
Moreover, he expresses his ideas in direct questions, namely in a form that is also 
found in the above folk song. 
Previously, Zorbas performed a heroic action as he tried to save the widow 
from Mavrandonis who wanted to kill her because he blamed her for the death of his 
son who committed suicide due to his unrequited love for her. In the description of 
this scene the narration is permeated with components of the folk tradition. In 
Mavrandonis‟ fight with Zorbas the first is described with the characteristics that 
Charos has in the vernacular tradition. A brave and heroic lad is conventionally 
described as engaging in a supernatural fight against Charos where the latter 
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eventually and inevitably prevails. This story pattern is best exemplified by the 
combat of Digenis and Charos. The fighting scene of Zorbas and Mavrandonis begins 
with a shepherd who is dancing and makes a toast referring to Charos: “βάξα πνπ λα 
πεζάλεη ν Υάξνο”.275 Death is presented here as identical with life in the characteristic 
manner of Kazantzakis of merging the opposites in a synthesis: “Ο Υάξνο πέζαηλε 
θάζε ζηηγκή, μαλαγελληφηαλ θάζε ζηηγκή, ζαλ ηε δσή”.276 Then the dance stops as the 
widow and then Mavrandonis appear. 
The shepherd‟s reference to Charos foreshadows the arrival of Mavrandonis 
who bears characteristics reminiscent of the Charos figure. The features of Charos are 
presented in the prologue of Chortatsis‟ Δξσθίιε that includes the monologue of 
Charos. He has a dark countenance (“ε ζθνηεηλή ζσξηά κνπ” 1),277 he moves with 
supernatural speed (“ζ‟ έλαλ αλνηγνζθάιηζκα ησλ ακκαηηψ απνζψλσ” 77),278 and 
also can turn a festival into a funeral, an idea similar to the transformation of the 
scene of dance to a death scene in Kazantzakis‟ novel: 
Καη θάλσ μφδηα ηοη ραξέο, θαη θιάεκαηα ηα γέιηα, 
ζε πξίθα ηε μεθάλησζη θαη θιάεκαηα γπξίδσ. (84-85)279 
Mavrandonis is associated with Charos in the following ways. First, his name 
includes the noun καύξνο. In the folk songs Charos is associated with the black 
colour: 
Μαχξνο ήηαλ, καχξα θνξεί, καχξν θαη ηάινγφ ηνπ.280 
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Second, he appears suddenly at the door of the church, in a marginal position 
which may reflect the position of Charos between life and death. Third, his actions 
have a supernatural quality since he stealthily stabs the widow with lightning speed 
(“ζαλ αζηξαπή”)281. Fourth, the theme of the struggle between Zorbas and 
Mavrandonis and the latter‟s victory evokes the combat against Charos. 
Zorbas who fights with Mavrandonis as a Charos figure is indirectly linked 
with Digenis Akritas. Moreover, in the novel there are also direct references to 
Akritas. In the letter that Stavridakis sends to the narrator he refers to Akritas and 
presents him as the quintessentially Greek hero: “Δγψ, κε ηελ άδεηά ζνπ, ηνλ αξρεγφ 
απηφλ ηεο ξάηζαο καο ηνλ ιέσ Αθξίηα. Ζ ιέμε απηή κνπ αξέζεη πην πνιχ, είλαη πην 
απζηεξή θαη πνιεκφραξε, γηαηί επηχο σο ηελ αθνχζεηο ηηλάδεηαη κέζα ζνπ πάλνπινο 
ν αηψληνο Έιιελαο, πνπ κάρεηαη αθαηάπαπηα ζηηο άθξεο, ζηα ζχλνξα. ΢ηα θάζε 
ζχλνξα –εζληθά, πλεπκαηηθά, ςπρηθά”.282 Here Akritas is placed within the context of 
the nationalistic ideology that Stavridakis advocated. However, it should be borne in 
mind that such ideology is not supported by Zorbas who had rejected the adherence to 
the idea of the nation as a limitation of freedom. Overall, the figure of Digenis is 
linked with the ideological perceptions of Stavridakis in explicit references to the hero 
but also with an indirect linking with Zorbas through allusions to the vernacular 
tradition. 
Another category of folk songs with which the novel is linked is that of 
παξαινγέο. The character of Stavridakis is intertextually connected with the folk song 
“Σνπ λεθξνχ αδειθνχ” in terms of quotations, references and allusions. Stavridakis is 
given similar features and role as Kostandis in the folk song. Giannis Stavridakis like 
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Zorbas was a historical person and close friend of Kazantzakis. In 1927 Kazantzakis 
had published a short story about him including dialogues between Stavridakis and 
the narrator and recounting Stavridakis‟ mission of the repatriation of the Greeks, 
Stavridakis‟ death and his posthumous dialogue with the narrator.283 These elements 
are also included in the novel. The association of Stavridakis in relation to the figure 
of Kostandis from the folk song “Σνπ λεθξνχ αδειθνχ” is an addition of the novel 
that is not found in the publication of 1927. 
While he is at the Cretan seashore, the narrator remembers an episode when he 
was abroad with Stavridakis. At the yard of a museum in Berlin the narrator saw a 
wagtail and asked Stavridakis if the bird talked to them. In reply Stavridakis quoted 
the following line from the folk song: “Πνπιάθη ‟λαη θη αο θειαεδεί, πνπιάθη ‟λαη θη 
αο ιέεη!”.284 Contemplating on this episode, the narrator makes an explicit reference 
to the folk song and raises the question regarding the meaning of its connection with 
Stavridakis: “θη αθφκα ν δεκνηηθφο ζηίρνο απφ ην λεθξηθφ ηξαγνχδη ηεο Αξεηήο, φια 
εηνχηα, ζπιινγίδνπκαη ζήκεξα, κπνξεί λα ‟ρνπλ θάπνην θξπθφ λφεκα˙ κα πνην;”.285 
This direct reference of the narrator to the folk song alerts the reader to explore the 
function of its incorporation into the novel.  
Later, Stavridakis sends a letter to the narrator in which he explains that he has 
undertaken the difficult yet important mission of repatriating the Greeks of Caucasus 
to Greece. Stavridakis, the historical person, had actually undertaken this mission but 
in the novel this action is presented in connection with the dead brother in the folk 
song. Kostandis has the duty of helping Areti to return back to Greece and 
Stavridakis‟ actions are presented in analogous terms. The Greeks of Caucasus are 
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described by Stavridakis as his brothers by blood: “είλαη αίκα δηθφ καο”.286 He wants 
to help them return to their mother, namely the motherland Greece: “λα γπξίζνπλ ζηε 
κάλα ηνπο, ηελ Διιάδα”.287 As Kostandis was committed to a duty towards Areti, 
Stavridakis conceives this mission as an important duty (ρξένο) and when he manages 
to fulfill it he perceives it as his ultimate success and happiness: “αξρίδσ λα λνκίδσ 
πσο ηψξα κνλάρα μέξσ ηη ζα πεη επηπρία […] επηπρία ζα πεη λα θάλεηο ην ρξένο ζνπ. 
Κη φζν πην δχζθνιν ην ρξένο, ηφζν πην κεγάιε ε επηπρία…”.288 Stavridakis 
accompanied the Greek “brothers” in the journey to the motherland like Kostandis 
was leading the way for Areti‟s homecoming. However, Kostandis‟ act was fatal to 
Areti who eventually died in some versions of the folk song. It should be borne in 
mind that Stavridakis‟ argumentation reflects the ideas of nationalism that 
Kazantzakis shared in the decade of the 1910s but not in the early 1940s when he was 
writing the novel. The connection may suggest Kazantzakis‟ later distance from the 
adherence to the nationalistic ideology that he then shared with Stavridakis. 
In the first scene of the novel before his departure to Crete the narrator 
remembers that Stavridakis committed himself to an oath that if he will be in danger, 
then a supernatural, spiritual connection between him and the narrator will occur.
289
 
Towards the end of the novel the narrator sees Stavridakis in a dream in which the 
allusions to the folk song culminate. In the folk song Kostandis has lost his hair and 
his physical countenance has lost the elements of life. Stavridakis at the beginning of 
the novel had vibrant physical characteristics and references were made to the bright 
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colour of his eyes and his healthy countenance.
290
 In the dream however, his body has 
withered and his hand is cut as he tries to touch the narrator. Just as Areti in the folk 
song does not yet know that Kostandis has died and as she observes his appearance 
she becomes suspicious about it, in the novel the narrator wakes up and suspects that 
Stavridakis might be dead. He then receives a telegram confirming that Stavridakis 
had actually died from pneumonia on the previous day when the narrator saw him in 
the dream. In this way, Stavridakis seems to fulfill his promise to the narrator that he 
would communicate supernaturally with him in case of danger. Like Kostandis he 
seems to fulfill his oath metaphysically while the image of his body presents a weak 
condition. 
At the end of the novel the narrator who now knows that Stavridakis has died 
sees a second dream of him. In their discussion Stavridakis complains that he has been 
forgotten by the narrator. The depiction of this dream is reminiscent of Bergadis‟ 
Απόθνπνο which describes the dream of the poet and his visit to the dead. Απόθνπνο 
bears its title from its first line: 
Μηαλ απφ θφπνπ ελχζηαμα, λα θνηκεζψ εζπκήζελ˙ 
έζεθα ζην θιηλάξη κνπ θ‟ χπλνλ απνθνηκήζελ. (1-2).291 
The dead appear to the poet in the form of shadows (“σο λέσλ ζθηά θαη 
ραξαγή” 74)292 just as Stavridakis appears to the narrator as a shadow (“θη άμαθλα 
έλαο ίζθηνο έπεζε απάλσ κνπ”)293. Απόθνπνο depicts the sorrow of the dead because 
their loved ones who are still alive have forgotten them due to the pleasures of life: 
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Καη κ‟ άιινπο ηξσλ θαη πίλνπζη θ‟ εκάο αιεζκνλήζαλ. (260)294 
They also wish to convey the message to their loved ones that in the 
underworld they cannot see the beauty of nature such as the sun or the sky: 
Σνπο εηο ηνλ Άδελ έρεηε απφ θαηξφλ ζακκέλνπο, 
ηνλ νπξαλφλ ζηεξεχγνπληαη, ηνλ ήιηνλ νπ ζσξνχζηλ, 
ην ρψκαλ έρνπλ ζάβαλνλ, ηελ γελ ζηνιήλ θνξνχζηλ. (487-490)295 
Stavridakis in the dream expresses the same bitterness that his friend forgets him and 
he enjoys nature‟s beauty, such as the moon: “Δίκαη πάληα καδί ζνπ, κα εζχ κε 
μερλάο. Γελ έρσ ηε δχλακε πάληα λα θσλάδσ, θαη ζπ ζεο λα κε αθήζεηο. Καιφ ‟λαη ην 
θεγγάξη, θαιά ηα ρηνληζκέλα δέληξα, θαιή ‟λαη ε δσή ζηνλ απάλσ θφζκν –κα κε κε 
μερλάο θαη κέλα”.296 Stavridakis‟ narrative of death which is developed throughout the 
novel is connected with the folk tradition in a multifaceted way. There are quotations 
from the folk song “Σνπ λεθξνχ αδειθνχ” and allusions to the folk song regarding his 
participation in the return of the Greeks from Caucasus and his metaphysical 
appearance to the narrator. Moreover, his final appearance in the dream is reminiscent 
of the dream narratives of death that were cultivated in the vernacular literature of the 
Cretan Renaissance. 
Overall, features of the folk tradition permeate the narrative of the novel with 
references to folk songs, quotations and allusions. Quotations that the characters make 
incorporate the language, style and iambic metre of the folk songs and allusions to 
folk songs reflect their themes, motifs, imagery and characters. At the same time the 
novel is associated with texts from the literary tradition as we shall see next. 
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2.2. MODERN GREEK LITERATURE 
 
Versions of Madame Hortense from Prevelakis to Kazantzakis 
Among the characters that the narrator meets in Crete is Madame Hortense. 
This figure had been a historical person that had lived and died in Crete but neither 
Kazantzakis nor Giorgis Zorbas had actually met. The life of Madame Hortense had 
previously been treated in literature by Prevelakis in Σν Υξνληθό κηαο Πνιηηείαο 
(1938). In 1945 Madame Hortense appeared in Aris Diktaios‟ poem “Οξηάλο” 
belonging to the collection Δινύζνβα. Subsequently, Galateia Kazantzaki in the 
collection of short stories Κξίζηκεο ΢ηηγκέο (1952) offers her own representation of 
Madame Hortense.
297
 Kazantzakis incorporated the character of Madame Hortense 
into the novel that he started to write three years after her first literary representation 
in Prevelakis‟ Σν Υξνληθό κηαο Πνιηηείαο. Kazantzakis, like Prevelakis, describes the 
French origins of Madame Hortense, her sojourn in Chania, and the meeting with the 
admirals. The personality, however, of Madame Hortense is portrayed differently in 
the two works. In Σν Υξνληθό κηαο Πνιηηείαο she recounts the events of her life in a 
first-person narrative that is characterised by a more prosaic and sober manner 
without emotional outbursts.
298
 In Kazantzakis‟ novel, on the other hand, she is 
depicted as a more profound character. Kazantzakis deliberately reworks the 
biographical information of Madame Hortense and creates a character of his own that 
seems to be larger than life. She is presented with humour through her excessive 
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temperament, her idiosyncratic conception of reality, her strong French accent and the 
mistakes that she makes in Greek, and finally through the way that Zorbas treats her. 
Both Prevelakis and Kazantzakis show that she ends up getting married: in Σν 
Υξνληθό κηαο Πνιηηείαο she marries the doctor who saved her life, while in 
Kazantzakis‟ novel she marries Zorbas. The contrast, however, between the two texts 
lies in Madame Hortense‟s different perspective on this outcome. In Σν Υξνληθό κηαο 
Πνιηηείαο Madame Hortense perceives her ending up with the doctor as ill fate: “΢ην 
ηέινο, επεηδή είρε πεξάζεη θαη κέλα ν θαηξφο κνπ, πηάζηεθα ινπηξάξηζζα ζην 
Ρέζεκλνο, απφ παιιαθή έγηλα θ‟ εγψ ηίκηα θαη κνλαρνθνηκνχζα –έηζη ηφρε γξακκέλν 
ην θαηαξακέλν ην ξηδηθφ κνπ. Δθεί κε είπαλ Φαηηκέ, θ‟ εγψ ην δέρηεθα, θαη θχιεζαλ 
ηα ρξφληα ρσξίο λα ην θαηαιάβσ”.299 In Prevelakis‟ version, Madame Hortense 
changes only externally by altering her name while in Kazantzakis‟ novel she is 
presented as attempting to change habits and live a moral life. 
 
Palamas’ “Θάλαηνο Παιιεθαξηνύ” and the death of Madame Hortense 
The biographical information of Madame Hortense as a historical person 
reports that at the end of her life she settled in a village near Ierapetra of Crete, where 
she was welcomed and appreciated by the local people. Manousakis writes: “΢ηα 
ηειεπηαία ηεο ρξφληα γίλεηαη θηιάλζξσπε. Βνεζά θησρνχο, βαθηίδεη θαη παληξεχεη. 
Αθνχεη ηα βάζαλα ηνπ θφζκνπ θαη δίλεη ζπκβνπιέο. Πεζαίλεη ην 1938, 
εβδνκεληαπέληε ρξνλψλ, έρνληαο θεξδίζεη ηελ αγάπε ησλ Ηεξαπεηξηηψλ”.300 
Kazantzakis distances himself from historical reality in his depiction of the life, 
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personality, and death of Madame Hortense. She does not win the appreciation of the 
villagers and she does not become an integral member of the local community. 
The death of Madame Hortense recalls the death of the hero in Palamas‟ 
Θάλαηνο Παιιεθαξηνύ (1891). Mitros Roumeliotis, the protagonist, is presented as the 
embodiment of “παιιεθαξηά”. In this context he bears characteristics that are 
analogous to Zorbas. Mitros has a pride that makes him prefer death to being severely 
wounded and unable to retain his previous beauty and power: 
Ο Μήηξνο ν Ρνπκειηψηεο είηαλ αιεζηλφ παιιεθάξη θ‟ είρελ φια ηα ραξίζκαηα ηνπ 
παιιεθαξηνχ˙ ηα ιφγηα, ηελ νξκή, ην θηιφηηκν, ηελ νκνξθηά θαη ηελ πεξεθάλεηα, ηελ 
αγάπε ηεο δσήο θαη ηελ θαηαθξφληα ηνπ ζαλάηνπ. […] Αληξεησκέλνο είηαλ˙ ηνλ 
θίλδπλν δελ ηνλε ζπλεξίδνληαλ, ηελ αξξψζηηα δελ ηε ιαρηάξηδε, ην Υάξν δελ ηνλ 
έηξεκελ. Έλαο κφλν ζηνραζκφο ηνπ έθνβε ηα ήπαηα, ηνπ πάγσλε ην αίκα, ηφλε 
καξκάξσλε. Γελ ήζειε λα κείλε ζεκαδεκέλνο […] Καιχηεξα ν ζάλαηνο.301 
Zorbas expresses similar ideas arguing that death is preferable to sickness or 
the inability to preserve strength, vigor and liveliness. He states “Ο Θάλαηνο δελ είλαη 
ηίπνηα, έλα θθθ! θαη ζβήλεη ην θεξί˙ κα ηα γεξαηηά είλαη κεγάιε ληξνπή”.302 Zorbas 
also adds: “Αλ ςνθήζσ γξήγνξα, πάεη θαιά, έρσ εκπηζηνζχλε˙ κα αλ δήζσ αθφκα 
πνιχ, ράζεθα˙ ράζεθα, αθεληηθφ, ζα ‟ξζεη κέξα πνπ ζα εμεπηειηζηψ. Θα ράζσ ηε 
ιεπηεξηά κνπ […]”.303 
Although Zorbas has the bravery of the lad, he avoids his tragic ending. The 
end of Mitros is not evoked in the death of Zorbas but of Madame Hortense and this 
shows ingenuity on Kazantzakis‟ part. Madame Hortense catches a cold which proves 
fatal as she goes to the church during Holy week like Mitros who is wounded at a 
similar time and occasion, namely while he goes to the church on Good Friday before 
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the Epitaphios. Palamas depicts the mingling of life and death as the dying man 
wishes to be accompanied by his fellow villagers and they all gather in his room. The 
narrator describes the scene of Mitros‟ death in terms that could be applied to the 
death of Madame Hortense: “Να κελ ήμεξε θαλείο ηίπνηε, λα κε γξηθνχζε ηνλ ήρν, ζα 
ζηνράδνληαλ, φρη πσο δηάβαηλελ ν Υάξνο απφ θεη, κα πσο είρε ζηεζή κεγάιν 
παλεγχξη”.304 Mitros‟ mother as well as the villagers start singing κνηξνιόγηα 
mourning his death while he is still alive since Mitros himself has asked them to do 
so. The dying man is also thinking about his beauty: “Καη θαζψο είπελ «σξαία 
ληάηα», έηζη ηνλ πήξε γηα ζηεξλή θνξά θ‟ ε θξνληίδα ηεο ληφηεο, ηνπ ζηνιηζκνχ θαη 
ηεο εκνξθηάο, ε θξνληίδα, πνπ δελ η‟ αθήλεη ηα παιιεθάξηα θαη κέζα ζηελ αγθαιηά 
ηνπ Υάξνπ”.305 Similarly, Madame Hortense remembers her beautiful youth and 
forgets her current condition. Moreover, Mitros‟ statement of his unwillingness to die 
as he cries “Γελ ζέισ λα πεζάλσ”306 is said by Madame Hortense in the same words 
with the addition, however, of foreign accent: “Νηελ ηέισ λα πεηάλσ”.307 
In the final moments of Madame Hortense‟s life the people of the village 
impatiently await her death so that they can steal her belongings. The narrator seems 
to feel more sympathy for the bad condition of Madame Hortense‟s shoes than for the 
condition of Madame Hortense herself. He says: “Σα γνβάθηα ηεο, μεπαησκέλα, 
ζηξαβνπαηεκέλα, μεπξφβαηλαλ, απφ ην γχξν ηνπ θξεβαηηνχ, θη ε θαξδηά ζνπ 
πηάλνπληαλ λα ηα βιέπεηο˙ πεξηζζφηεξν ηα γνβάθηα απηά ζε πίθξαηλαλ απφ ηελ ίδηα 
ηελ θπξά ηνπο”.308 Not even Madame Hortense understands her state fully as she is in 
a blissful condition and envisions in a daydream the admirals and the four fleets. 
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Moreover her parrot is depicted as happy (“ζπκήζεθε πεξαζκέλεο νινλπρηίεο θαη 
ηηλάρηεθε απάλσ ραξνχκελνο”).309 
Furthermore, just like Mitros is mourned while he is still alive, professional 
mourning women enter the house of Madame Hortense and start mourning although 
she had not died yet.
310
 Then, after her death the mourning women sing a lament that 
praises the lost beauty of the dead. The lament is the following: 
Γε ζν‟ πξεπε δε ζν‟ κνηαδε ζηε γε θξεββαηνζηξψζε 
κνλ‟ ζν ‟πξεπε κνλ‟ ζν ‟κνηαδε ζηνπ Μάε ην πεξηβφιη 
αλάκεζα ζε δπν κειηέο, ζε δπν λεξαληδνπνχιεο 
λα πέθηνπλ η‟ άλζ‟ απάλσ ζνπ, ηα κήια ζηελ πνδηά ζνπ 
ηα θξεκεδνγαξνχθαια ηξηγχξσ ζην ιαηκφ ζνπ.311 
The novel includes the first, the fourth and the fifth line of the above lament. 
The quotations are visible in the text as they appear in the form of italics. Σhere are 
adjustments in the language as the words δε ζν’ πξεπε of the folk song appear as δε 
ζνπ ’πξεπε. Moreover, the words η’ άλζ’απάλσ and ηξηγύξσ of the folk song are found 
as η’ άλζε απάλσ and ηξηγύξα in the novel. The mourning women sing the folk song 
and in this way they convey its oral dimension. However, the mourning songs are 
being heard with interruptions as the women are eating and occasionally fight 
between themselves for the distribution of Madame Hortense‟s property. Nobody 
seems to be taking her death seriously and after her death people engage in a feast 
with lyra players, dancers and drunk people. 
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In Θάλαηνο Παιιεθαξηνύ the people surrounding Mitros seem to be 
preoccupied with their own thoughts and concerns. Morpho, the girl who is presented 
as having caused his fatal injury through magic spells shows signs of contentment 
(“Μηα κπζηηθή ραξά ιακπίξηδε ζηα κάηηα ηεο, θαη ην θιεηζκέλν ζηφκα ηεο δελ η‟ 
άλνηγελ, φκσο ην ράξαδ‟ ειαθξφηαηα κηαλ αδηφξαηε γξακκή πνπ έκνηαδε 
ρακφγειν”).312 Palamas depicts a blending of life and death since Mitros is mourned 
while he is alive and his death offers a tragic kind of satisfaction. A notion of 
synthesis of life and death is conveyed in the following excerpt which is set at the 
moment, when Mitros conceives the desire of being led to death surrounded by 
people, who are mourning for him: “Κη ν κάγνο ν ήιηνο ηνλ εκάγεςε˙ ηνλ εκέζπζε κ‟ 
έλα παξάμελν θη απάληερν θξαζί, θακσκέλν απφ δσή θη απφ ζάλαην”.313 Kazantzakis 
creates a synthesis of life and death in Madame Hortense‟s final moments and also in 
the impact of her death. 
Through connections that are detected in the theme, images and repetitions of 
key-words, the novel is linked with an earlier literary text, Palamas‟ Θάλαηνο 
Παιιεθαξηνύ. The episode also contains material from folk laments and demonstrates 
a merging of the folk tradition and Modern Greek literature. At the same time there 
are divergences as the previous works are reworked in the new context of the novel. 
In the narration of the episode of Madame Hortense‟s death the reader is reminded of 
an earlier, canonical Modern Greek text which is radically revised in this rewriting.  
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From Vasilis Arvanitis to Alexis Zorbas 
The depiction of Zorbas as a brave and unconventional man is intertextually 
connected with Myrivilis‟ Ο Βαζίιεο ν Αξβαλίηεο. It first appeared as a short story in 
1934 in the newspaper Πξσία, it was published again in 1939 in the collection of 
short stories Σν Γαιάδην Βηβιίν and the extended version of the story was published in 
1943. In this year Kazantzakis was completing the writing of Βίνο θαη Πνιηηεία ηνπ 
Αιέμε Ενξκπά. In Kazantzakis‟ library a copy of the 1943 edition of Myrivilis‟ book 
is found including a dedication by the author. 
In Ο Βαζίιεο ν Αξβαλίηεο and Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά the lives of 
historical persons are narrated, namely Stratis Arvanitis and Giorgis Zorbas 
respectively. Myrivilis had heard about Stratis Arvanitis from the people of Lesbos 
who were celebrating his deeds even in impromptu lines after Arvanitis‟ death in 
1920.
314
 Kazantzakis had met Zorbas in 1915 on Mount Athos. They worked together 
at a mine in Prastova and they cooperated for the repatriation of the Greeks of 
Caucasus.
315
 Myrivilis‟ and Kazantzakis‟ choice of retaining the last names of the 
protagonists (Arvanitis and Zorbas) and changing their first names may reflect the 
blending of reality and fiction in the rendering of the characters‟ stories. What is 
more, the real last names of the protagonists happen to bear a meaning that is close to 
their behavior as fictional characters. The word Arvanitis is an ethnic adjective and it 
metaphorically refers to a troublemaker, or a stubborn person as the name “Zorbas” 
does.
316
 This is a chance coincidence that is exploited by both authors. The real last 
names of the historical persons are linked with the type of person that causes trouble 
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and disorder, a feature that fits the way that the characters are presented in the two 
works. The example of Vasilis Arvanitis may have been a factor that prompted 
Kazantzakis to treat Zorbas in the same way. 
Kazantzakis and Myrivilis employ a similar narrative technique in their 
novels. In both cases an anonymous narrator recounts the life and deeds of the main 
character. The one asserts that he met Arvanitis when he was very young whereas the 
other met Zorbas at a mature age as he asserts in the prologue. The ideal of freedom is 
the most important trait of the character of Zorbas and Arvanitis and is reflected in 
every aspect of their life: music, women, homeland, God, life and death. Arvanitis and 
Zorbas want to be released from every human convention that limits their freedom. 
One manifestation of their yearning for freedom is found in their relationship with 
women. Both Zorbas and Arvanitis are drawn to women who do not follow the 
conventional morals of the rural community.
317
 In Ο Βαζίιεο ν Αξβαλίηεο the two 
sisters, Chadoula and Chrysavgi, defy the morals of their village by having 
concurrently a relationship with Arvanitis. Zorbas‟ relationship with women is also 
unconventional. The women that attract him, Nousa and Madame Hortense, have a 
free spirit just like him. His first wedding night with Nousa transforms into a night of 
orgy. When Zorbas and the narrator meet Madame Hortense she recounts the story of 
her relationship with the four admirals. Vasilis Arvanitis presents the two sisters with 
medals that they flaunt in front of the village (“θνξνχζαλ πεξαζκέλα ζην ιαηκφ ηα 
δπν παξαζήκαηα ηνπ Βαζίιε”),318 while Madame Hortense complains that she did not 
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acquire a medal after her role in her relationship with the admirals (“Αλ είδαηε ζεηο 
παξάζεκν, είδα θη εγψ”).319 
The narration of the widow‟s victimisation and the subsequent story involving 
her daughters and Arvanitis in Myrivilis‟ text is evoked in Kazantzakis‟ novel. In Ο 
Βαζίιεο ν Αξβαλίηεο the widow, Labrini, is mistreated by the villagers who throw 
stones at her house and she is consequently driven away from the village fleeing to 
the town (“ζηε Υψξα”).320 Right after this episode the narrative proceeds to the first 
meeting of her daughters with Arvanitis. While they watch Vasilis dancing, Chadoula 
says that Arvanitis is “φκνξθνο ζαλ ηνλ αξράγγειν πνπ παίξλεη ηηο ςπρέο”.321 The 
second time when this phrase is uttered in the narrative it introduces a context of 
death since what follows is Arvanitis‟ challenging of God and his consequent 
demise.
322
 In Ο Βαζίιεο ν Αξβαλίηεο the phrase “ζαλ ηνλ αξράγγειν πνπ παίξλεη ηηο 
ςπρέο” in the first case follows a dance and in the second case it precedes a death. The 
phrases appear in the version of the story that was published by Myrivilis in Σν 
Γαιάδην Βηβιίν in 1939 and also in the 1943 edition of the text.323 
In Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά exactly the same phrase appears and it 
is also situated in an episode after a dance and prior to a death scene. After the dance 
of the young shepherd named Siphakas, Anagnostis comments on his dance and 
repeats the phrase that has been uttered about Vasilis Arvanitis‟ dance. Anagnostis 
says: “΢αλ αξράγγεινο είλαη ν αθηιφηηκνο, πνπ παίξλεη ηηο ςπρέο”.324 The dance ends 
abruptly with the arrival of the widow. What follows is the widow‟s murder by 
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Mavrandonis. The death of the widow in Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά like the 
death of Arvanitis takes place on Easter day.
325
 In Kazantzakis‟ novel the death of the 
widow is presented by the narrator as having a divine symbolism: “[…] ε ρήξα 
θείηνπληαλ ζηε ζχκεζή κνπ ήζπρε, ζρεδφλ ρακνγειαζηή, ζηε ζείαλ αθηλεζία ηνπ 
ζπκβφινπ”.326 For the Christians the symbolism of Resurrection is that death, which 
succeeds life, is defeated by new life. The two texts stress the idea of the cycle of life 
and death by presenting the death of the widow and Arvanitis on the Easter day. 
What most encapsulates the idea of freedom in both books is the role of 
dancing. The leaps of Zorbas when he dances recall Arvanitis‟ leap. When they leap 
they are both compared to winged archangels flying above the surface of the water. 
Vasilis Arvanitis is presented in the following words: “΢αλ αεηφο θαη ζαλ αξράγγεινο 
άλνημε ηηο θηεξνχγεο θαη πέξαζε κεζ‟ απφ ηνλ αέξα, πάλσ απφ ην λεξφ πνπ 
θνπξθάιηαδε”.327 Zorbas is depicted as follows: “Έδσθε έλα ζάιην, ηα πφδηα θαη ηα 
ρέξηα ηνπ έγηλαλ θηεξνχγεο. ΋ξζηνο ρηκνχζε απάλσ απφ ηεο γεο, θη έηζη πνπ ηνλ 
έβιεπα ζην βάζνο η‟ νπξαλνχ θαη ηεο ζάιαζζαο, κνπ θάληαδε ζαλ έλαο γέξνο 
αξράγγεινο αληάξηεο”.328 Zorbas and Arvanitis dance the zeimbekiko.329 In both texts 
it is described as a dance of valiant men: (“[…] παιιεθαξίζηνπο ρνξνχο. 
Εετκπέθηθνπο θαη ραζάπηθνπο”330, “Θα ζε κάζσ πξψηα πξψηα ην δετκπέθηθν˙ άγξηνο, 
παιηθαξίζηνο”331). The dance of Arvanitis‟ friends through which they express their 
sorrow for his death is similar to Zorbas‟ dance for the death of his son. In both texts 
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dance is not only a means of entertainment but can be used to express various feelings 
such as sorrow or joy. 
With regard to music, Arvanitis enjoys the sound of eastern musical 
instruments ληανύιη and δνπξλάο. Musicians travel from Anatolia to Lesbos in order 
to play for him and his friends. Zorbas himself plays the ζαληνύξη, another eastern 
musical instrument. The ζαληνύξη is described as free like himself. This is what 
Zorbas says when his improvised melodies are not successful: “Άξρηζε έλα ηξαγνχδη, 
δελ έβγαηλε, ην παξάηεζε, άξρηζε άιιν, νη θφξδεο ζθιήξηδαλ ζα λα πνλνχζαλ, ζα λα 
κελ ήζειαλ”.332 And he infers that: “-Γε ζέιεη… κνπξκνχξηζε, θνηηάδνληαο κε ηξφκν 
ην ζαληνχξη˙ δε ζέιεη…”.333 As ζαληνύξη bears characteristics of a person (it shouts, it 
is in pain), it is presented just like a person possessing a free will (“Γε ζέιεη”). The 
sense of freedom that characterises eastern music is what appeals to Arvanitis and 
Zorbas. Νηανύιη, δνπξλάο, and ζαληνύξη are more than mere musical instruments: they 
seem to be an extension of Arvanitis and Zorbas themselves and bear a significant 
role in the scenes of their death. After Arvanitis‟ death the sound of ληανύιη rings 
among the living and the dead.
334
 Zorbas bequeaths the ζαληνύξη to the narrator so 
that it may remind him of Zorbas after his death. 
One further aspect that connects Zorbas and Arvanitis is their release from the 
idea of homeland.
335
 They fought in the struggles of Greece and they have both 
participated in the Macedonian war. Their deeds have a national value in the eyes of 
their fellow countrymen. For the narrator and the villagers, Arvanitis‟ clash with the 
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Turks assumes national importance: “έπαηξλε ζηα κάηηα καο εζληθφ λφεκα”.336 
However, Arvanitis states that he was never an adherent of nationalism. Zorbas was in 
the past acting according to the dictates of the nation but he regretted the killings that 
he committed in the wars for his homeland. This happened after seeing the orphan 
children of a Bulgarian man that he had killed. Zorbas as well as Arvanitis is released 
from allegiance to the nation or God because they do not advocate any single ideology 
and do not achieve personal fulfillment by serving a single person. Arvanitis leaves 
Macedonia owing to his feeling of stagnancy and fights at the side of the Young 
Turks, an act which expresses his lack of nationalism and his willingness to fight 
anyway. Although the Young Turks wanted to keep Arvanitis with them, he abandons 
them for the same reason that he deserted the Greeks: “ηη λα θάλσ λα κείλσ, είπε ν 
Βαζίιεο. Σν ζηεθάκελν λεξφ ρλσηίδεη θαη καξαγγηάδεη θαη ‟γσ δελ είκαη λεξφ γηα ηε 
ραβνχδα”.337 A single purpose and ideology is for Arvanitis what a stagnant pool is 
for water whose true nature is revealed when it is in constant motion. Just as in Ο 
Βαζίιεο ν Αξβαλίηεο adherence to a single idea translates as stagnation, similarly in 
Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά it is equivalent to servitude. The narrator after 
discussing with Zorbas concludes: “Μα κήπσο θη απηφ δελ είλαη ζθιαβηά; Να 
ζπζηάδεζαη γηα κηαλ ηδέα, γηα ηε ξάηζα ζνπ, γηα ην Θεφ;”.338 
Another notion from which Zorbas and Arvanitis yearn to be freed is that of 
God. Given that the novel‟s title evokes the titles of Byzantine narratives recounting 
the lives of saints, a question that arises is what kind of saint Zorbas appears to be. 
When their enterprise fails, the narrator envisions that he and Zorbas will establish a 
monastery of freedom where he will be holding the keys like Saint Peter: “-Με 
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ζιίβεζαη, Ενξκπά, ζα μαλαζκίμνπκε πάιη θαη ζα βάινπκε, πνηνο μέξεη, κεγάιε ε 
δχλακε ηνπ αλζξψπνπ! ζε πξάμε ην κεγάιν καο ζρέδην: Να ρηίζνπκε κνλαζηήξη 
φπσο ην ζέκε εκείο, ρσξίο Θεφ, ρσξίο δηάνιν, κε ιεχηεξνπο αλζξψπνπο, θαη ζα 
θάζεζαη εζχ, Ενξκπά, ζηελ πφξηα, λα θξαηάο ηα θιεηδηά, ζαλ ηνλ Άγην Πέηξν, λ‟ 
αλνίγεηο θαη λα θιείλεηο…”.339 The novel employs devices and conventions that stem 
from the tradition of the narrations of lives of saints but it treats them with a twist and 
subverts them. From this perspective it is close to Emmanuel Roidis‟ Ζ Πάπηζζα 
Ησάλλα, the novel that employs the conventions of the historical novel in order to 
subvert them treating at the same time with criticism the religious matters that it 
develops. 
Zorbas is presented in the novel as a man who is free and preserves his 
freedom in every aspect of his life.
340
 Arvanitis‟ desire to be released from God leads 
him to obstruct the procession of the Epitaphios thus not allowing his fellow villagers 
to perform their religious observances. His function as a symbol of freedom is 
temporarily compromised at the moment when he limits the freedom of other people. 
The narrator observes that: “ηψξα πνπ θαηέπεζε ν εξεζηζκφο ηεο πεξηθάληαο ηνπ, 
έλησζε ηελ εξεκηά ηεο λίθεο λα ηνλ ηπιίγεη θαη λα ηνλ μεκνλαρηάδεη, φπσο γίλεηαη κε 
ηνλ θαζέλα πνπ θξεκάδεη ζηνλ ψκν, ληνπθέθη, ην δηθφ ηνπ ην λφκν”.341 The scene 
which follows where Arvanitis falls into a ditch and is mortally wounded echoes the 
fall of the biblical angel after rebelling against God. At the end Arvanitis decides to 
kill himself so as not to be “defeated” by God.342 
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In his discussions with the narrator, Zorbas expresses the view that God is a 
notion that poses limits to human freedom. Although Zorbas does not believe in God 
he is careful not to challenge the villagers‟ religious beliefs. For instance, he advises 
the narrator not to engage in discussions about God with the villagers because religion 
is pivotal in their life. Therefore unlike Arvanitis who violently prevents the villagers 
from conducting their religious rites, Zorbas while an unbeliever himself is respectful 
towards other people‟s faith. Zorbas expresses indignation against God and a desire to 
fight against him comparable to that of Arvanitis: “-Πθθ! ραξά ζην θφθαιν πνπ κνπ 
πέηαμε ν Θενδηάνινο! […] –Μα πνηνο είλαη απηφο, θψλαμε, πνηνο είλαη απηφο πνπ καο 
πεηάεη ηα θφθαια; Πεξίκελε ιίγν, θαη κελ αθνχγνληαο λα ηνπ απνθξίλνπκαη, 
θνχξθηζε. –Γε κηιάο, αθεληηθφ; Αλ μέξεηο, πεο κνπ λα μέξσ θη εγψ η‟ φλνκά ηνπ, θη 
έγλνηα ζνπ, ζνπ ηφλε ζπγπξίδσ. Μα έηζη, ζηα θνπηνπξνχ, θαηά πνπ λα ξηρηψ; Θα 
ζπάζσ ηα κνχηξα κνπ”.343 The awareness that he will be utterly defeated if he 
engages in such an impossible struggle with a divine entity that he can neither see nor 
define reflects Arvanitis‟ story. Indeed Arvanitis‟ complaint was that he did not have 
anyone to fight with: “[…] γηαηί δελ θαηέβεθε θη απηφο ζαλ άληξαο λα κε βαξέζεη ζαλ 
ηνχθνςα ην δξφκν;”.344 Whereas Zorbas realises that he cannot comprehend the 
nature of God and so he cannot fight, Arvanitis defines God as a man whom he can 
physically confront revealing thereby his defiance of the divine. 
Arvanitis in this struggle against God finally shows that his spirit is so free 
that it cannot be confined in the constraints of his body. The description of his suicide 
denotes fury against his body: “Υηππά ζην βπδί ηνπ, ην θαξθψλεη κηα, ην θαξθψλεη 
δπν θνξέο σο ην καλίθη, δπλαηά, κε πείζκα. Αθνχγεηαη θαη ηηο δπν θνξέο ε γξνζηά λα 
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βξνληά πάλσ ζην ζηέξλν”.345 Zorbas comments that when a free soul cannot be 
contained within the body it turns against God: “ε ςπρή κεγαιψλεη, δελ ηε ρσξάεη πηα 
ην παιηνηφκαξν, αληξνθαιηέηαη ην Θεφ λα παιέςνπλ”.346 Zorbas‟ phrase evokes 
Arvanitis‟ challenge to God to fight him like a man (“ζαλ άληξαο”).347 While Zorbas 
does not fatally harm his body, he does however chop off his finger because it is 
limiting his freedom: “Απηφ ζα πεη λα ‟ζαη άλζξσπνο, ζνπ ιέσ: Διεπηεξία! […] θαη 
ην δάρηπιν; -Να, κ‟ εκπφδηδε ζηνλ ηξνρφ˙ έκπαηλε ζηε κέζε θαη κνπ ραινχζε ηα 
ζρέδηα”.348 
The notion of the intention of a man to confront God can also be detected in 
Greek folk songs. In the following lament the inability of the man to fight due to 
God‟s distance from him is also observed: 
Α ξε Θεέ απφ ςειά 
πνπ δε ζε θηάλεη νχηε γθξαο. 
Γε θαηεβαίλεηο ρακπειά 
λα πνχκε δηθαηψκαηα;349 
In another lament the distance of man from God is depicted in the following way: 
Ση λαλ ηνπ θάλσ ηνπ Θενχ, πνπ ‟λαη ςειά θιεηζκέλνο!350 
In the above folk songs a man expresses the wish to confront God and at the same 
time he recognises his inability to do so due to the distance that separates them. 
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The clash of a mortal against a supernatural force before death is found in the 
folk songs of the Akritic cycle. We observed earlier that Zorbas is indirectly linked 
with Akritas as he fights against Mavrandonis who bears features of Charos. Arvanitis 
bears common elements with Digenis as he is depicted in the epic poem of Γηγελήο 
Αθξίηεο. Some parallel features of Arvanitis and Digenis of the epic poem are their 
shared name Vasileios, the heroic leap of Arvanitis and the leap that Digenis suggests 
in order to prove his valour to the “apelates”, their promiscuity as Arvanitis is 
connected with the two Labrines and Digenis has an adulterous affair with an 
Amazon. Moreover, other common elements are: the placement of the plot at the 
borders of the Byzantine Empire and the borders of Greece respectively, the depiction 
of the mingling of the Christian with the Islamic world and finally the death of both 
figures at a young age.  
Zorbas resembles Arvanitis in his brave attitude, his yearning for freedom, his 
unconventional character and in his lack of adherence to a nationalistic ideology. Like 
Arvanitis, he is fearless towards death but whereas Arvanitis‟ lack of fear leads 
ultimately to his suicide and he departs life with tears, Zorbas‟ intrepidity makes him 
enjoy life to the fullest and depart from it with laughter. On the one hand he reflects 
Arvanitis‟ thirst for freedom but on the other hand he avoids the latter‟s self-
destructive behaviour. In this way the main character of the novel is placed within a 
tradition of folk songs and literary works which explore the features of a brave, folk 
hero but at the same time introduces new aspects as he also diverges from them in his 
ideas and actions. Kazantzakis‟ novel alludes to Ο Βαζίιεο ν Αξβαλίηεο, a novella that 
depicts a folk hero who had been a real, historical person while his beliefs and actions 
are recounted by the narrator in the text. This connection demonstrates the synthesis 
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of antithetical patterns such as real life and fiction, folk tradition and literary tradition 
as well as the written and the oral speech. 
 
Storytellers’ journeys: Vizyinos’ “Σν κόλνλ ηεο δσήο ηνπ ηαμείδηνλ” 
The narrator recalls as a flashback the death of his grandfather and the 
recounting of this story in Kazantzakis‟ novel alludes to the narrator and his 
grandfather in Vizyinos‟ short story Σν κόλνλ ηεο δσήο ηνπ ηαμείδηνλ. In Βίνο θαη 
Πνιηηεία ηνπ Αιέμε Ενξκπά the narrator‟s grandfather lived in a village between 
Heraklion and Rethymnon and had never travelled anywhere else. He offered 
hospitality to passers-by and his reward was to listen to their stories from other places. 
In Vizyinos‟ short story the basic characteristic of the narrator‟s grandfather is that he 
too has never travelled anywhere in his life and thus his favorite pastime is to listen to 
travellers‟ tales and then recount them himself. In Kazantzakis‟ novel the narrator‟s 
grandfather enjoys listening to stories about other places for the sheer pleasure of the 
narration: “Γελ είρε μεπνξηίζεη πνηέ ν παππνχο κνπ απφ ην ρσξηφ ηνπ˙ κήηε ζην 
Μεγάιν Κάζηξν είρε πάεη κήηε ζην Ρέζεκλνο. «Ση λα πάσ; έιεγε˙ απφ δσ πεξλνχλ νη 
Ρεζεκληψηεο θαη Καζηξηλνί, έξρεηαη ην Ρέζεκλνο θαη ην Κάζηξν ζην ζπίηη κνπ, αο 
είλαη θαιά. Ση αλάγθε έρσ λα πάσ εγψ;”.351 
One dimension that the narrator in Σν κόλνλ ηεο δσήο ηνπ ηαμείδηνλ mentions 
as important is the means of travelling and he links the shoes of the grandfather with 
the action of travelling: 
Μφλνλ ηα ππνδήκαηα ηνπ παππνχ, ηα πάληνηε μεζθνληζκέλα θαη «γιακπεξά», κφλνλ 
απηά δελ επξίζθνλην κε ηαο κχηαο απηψλ εζηξακκέλαο πξνο ηελ έμνδνλ, πξν ηεο 
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ζχξαο ηνπ δσκαηίνπ, ελ σ ζπλήζσο δηεκέξεπελ ν γέξσλ. Ζ έιιεηςηο αχηε έθακε ηελ 
νηθίαλ λα θαλή εηο ηνπο νθζαικνχο κνπ θελή, έξεκνο, εγθαηαιειεηκκέλε. Ο παππνχο 
έιεηπελ! Καη επεηδή δελ εδπλάκελ λα ππνζέζσ, φηη έιεηπελ εηο θαλέλ ηαμείδηνλ, 
ζιηβεξφλ πξναίζζεκα αλεβίβαζε ηα δάθξπα εηο ηνπο νθζαικνχο κνπ…352 
The boy has a premonition about the grandfather‟s absence as throughout the 
story the grandfather is imagined to be fighting with the angel. The journey that the 
grandfather in Vizyinos‟ story likes to make is to reach the point where the sky begins: 
-Ναη, παππνχ! Ζ γεο ηειεηψλεη απηνχ πέξα θαη αξρίδεη ν νπξαλφο. 
-Άη ραθ! αλεθψλεζελ ν γέξσλ έηη κάιινλ επραξηζηεκέλνο. Δίηα πξνζειψζαο επ‟ 
εκνχ ππεξήθαλνλ βιέκκα˙ –Χο εθεί πέξα, είπε, κ‟ εβάζηαμε λα ηαμεηδέςσ!353 
The narrator presents the will of the grandfather for this journey to be fulfilled 
at his death. As his soul is released by his body it travels to the sky and the happiness 
is reflected in the smile that the grandfather has:  
Ση δελ ζα έδηλελ φπσο ηνλ εκπνδίζε απφ ηνχην ηαμείδηνλ! Γηφηη ην κεηδίακα ηνπ 
παππνχ ήηνλ ε ιάκςηο, ελ έζπξελ νπίζσ ηεο ε πξνο νπξαλφλ απνδεκνχζα ςπρή ηνπ. 
Γηφηη ν θαυκέλνο ν παππνχο ζπλεπιήξσλε αιεζψο ηψξα “ην κφλνλ ηεο δσήο ηνπ 
ηαμείδηνλ”.354 
In Kazantzakis‟ novel, the narrator as a child similarly imagines his grandfather 
travelling above the clouds, which constitutes the journey of his death: 
-Ο παππνχο κνπ εκέλα θνξνχζε ιαζηηρέληα παπνχηζηα. Μηα κέξα, φηαλ έβγαιε άζπξα 
γέληα, πήδεμε απφ ηε ζηέγε ηνπ ζπηηηνχ καο˙ κα σο άγγημε ηε γεο, αληηζηνίβαμε ζαλ 
ηφπη θη αλέβεθε πην αςειά απφ ην ζπίηη –θη φιν θαη πην αςειά, πην αςειά, πην 
αςειά, σζφηνπ ράζεθε ζηα ζχλλεθα. Έηζη πέζαλε ν παππνχο κνπ.355 
The boy stresses the shoes as a means for the journey as the boy does in 
Vizyinos‟ short story. The grandfather of the narrator in Βίνο θαη Πνιηηεία ηνπ Αιέμε 
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Ενξκπά as well as the grandfather of Σν κόλνλ ηεο δσήο ηνπ ηαμείδηνλ, who have 
never travelled although they enjoy stories regarding travelling, experience the 
journey they wish through death. The only journey of the grandfather in Vizyinos‟ 
story is the metaphorical journey of his death. Similarly the grandfather of the narrator 
in Kazantzakis‟ novel is given posthumously the journey that he never experienced 
alive. The two grandfathers reach the skies in the children‟s imagination and thus they 
are presented to accomplish through their death actions what they did not fulfill in 
life.  
Vizyinos‟ short story includes folk elements while he has also been 
characterised as a writer-intellectual.
356
 In Kazantzakis‟ novel the narrator illuminates 
elements of his past and his family alluding to the narrator of Σν κόλνλ ηεο δσήο ηνπ 
ηαμείδηνλ as well as with his relationship with his grandfather. Both the young narrator 
of Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά and the narrator of Σν κόλνλ ηεο δσήο ηνπ 
ηαμείδηνλ as he recalls the years of his childhood are said to descend from ancestors 
who relished the act of narration. They seem to have inherited a passion for narration 
that goes back to their past and they are continuing it through their own stories. The 
two narrators depict in the text the stories of characters who recounted stories in oral 
speech reflecting in this way the integration of the written and the oral. In Βίνο θαη 
Πνιηηεία ηνπ Αιέμε Ενξκπά the narrator is linked with other characters who are also 
narrators such as the narrator of Σν κόλνλ ηεο δσήο ηνπ ηαμείδηνλ and also the narrator 
of Λεκνλνδάζνο as we will examine in the paragraphs that follow. 
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The narrator’s search for identity and Kosmas Politis’ Λεκνλνδάζνο 
In Kazantzakis‟ novel Zorbas emerges as the archetypical man of the people 
with whom the narrator seeks to come to contact. The narrator presents himself in a 
homecoming to Crete which at the same time is an internal journey in search of 
identity. The novel includes features that are related to Kosmas Politis‟ Λεκνλνδάζνο 
(1930). In Λεκνλνδάζνο Pavlos, the narrator, is a writer and the greater part of the 
novel is a diary. Λεκνλνδάζνο as well as Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά start 
with a homecoming. Pavlos returns to Greece after his sojourn in Paris. In Βίνο θαη 
Πνιηηεία ηνπ Αιέμε Ενξκπά the narrator returns to his home-island, Crete. They both 
introduce themselves to the reader as determined to change their life and re-explore it, 
since the way of life that they had before is not fulfilling. At the outset of the novel 
they both present themselves as writers and are immersed in their intellectual 
activities. As the plot unfolds, however, the life of action conquers them more and 
more. 
Pavlos asserts, nonetheless, that writing hinders action: “νη ζπγγξαθείο είλαη 
ηεκπέιηθε ξάηζα, παξαδνκέλε ζηελ νλεηξνπφιεζε”.357 He considers a balance of 
matter with spirit as the ideal condition: “[…] ε αξκνλία ηεο χιεο κε ην πλεχκα. Ζ 
ραξά ηεο δσήο…”.358 Similarly, this is the quest of the narrator in Βίνο θαη Πνιηηεία 
ηνπ Αιέμε Ενξκπά who sets his agenda at the opening scene of the novel explaining 
that he will attempt to stop being only a man of the spirit and instead merge spirit with 
matter and contemplation with action. The narrator states explicitly his need to 
achieve a synthesis of opposites: “κ‟ έηξσγε ε απιντθή ιαρηάξα λα ζπλδπάζσ θαη ηα 
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δπν, λα βξσ ηε ζχλζεζε φπνπ λα αδεξθσζνχλ νη ζαλάζηκεο αληίζεζεο”.359 This blend 
of antitheses represents the essence of life, which is what the two novels attempt to 
grasp and depict, manifested already in the subtitle of Kosmas Politis‟ novel “ε 
ηζηνξία κηαο δσήο” and the title of Kazantzakis‟ novel which includes the word “life” 
(“βίνο”). 
Both Pavlos and the narrator of Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά explore 
the past, a quest which has an effect on their life in the present. They examine the 
Byzantine past in their visits to churches. In the two works the Byzantine era is linked 
with darkness and decadence. In Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά as the narrator 
enters the church, he states: “Γξαζθέιηζα ην θαηψθιη ηεο εθθιεζίαο θαη βπζίζηεθα 
ζην δξνζεξφ κπξσδάην κεζφθσην”.360 This phrase is linked with the words of Pavlos 
as he enters the Byzantine church in Λεκνλνδάζνο: “Καηεβαίλνκε κπξνζηά ζε θάπνηα 
ρακειή πνξηνχια, θη‟ φπσο ηε δηαζθειίδνκε αθήλσ πίζσ ην ραξνχκελν θσο ηεο 
αξραίαο Διιάδαο θαη θαηεβαίλσ ζην ζθνηάδη ηνπ κεζαίσλα”.361 Before he enters the 
Byzantine church Pavlos contemplates Bacchus and drunkenness: “ην άιηθν αίκα ηνπ 
Άδσλη. Άδσλη, Άδσλη, Ίαθρε, Βάθρε…”.362 The narrator of Βίνο θαη Πνιηηεία ηνπ 
Αιέμε Ενξκπά after his visit to the church emphasises the affinity between the ancient 
Dionysus and the Byzantine saint Bacchus: “Έιιελαο Γηφλπζνο θη άγηνο Βάθρνο 
έζκηγαλ, είραλ ην ίδην πξφζσπν˙ θάησ απφ η‟ ακπειφθπιια θαη ηα ξάζα ηξηθχκηδε ην 
ίδην ιαρηαξηζηφ ειηνθακέλν θνξκί –ε Διιάδα”.363 The notion of the synthesis of the 
ancient paganism and Christianity through the juxtaposition of the figure of Dionysus 
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and Christ had also been developed in the poetry of Sikelianos. In Sikelianos‟ poem 
“Γηφλπζνο-Ηεζνχο” of Ζ ζπλείδεζε ηεο πίζηεο Dionysus is connected with Christ.364 
An important aspect of the exploration of the past in the two novels is the visit 
to ancient ruins. In Λεκνλνδάζνο Pavlos goes to the archaeological site of Delphi and 
the narrator of Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά visits a Minoan city.365 They both 
ask everyday people about the ancient sites and prompted by the answers that they 
receive they contemplate the past and its relation to the present. In Λεκνλνδάζνο the 
maid says to Pavlos that she sees the ancient Greeks as having no particular 
differences from the people of other periods apart from the fact that they were 
wanton: “-Δγψ δελ μέξσ γξάκκαηα, κνπ ιέεη ζην ηέινο. Φαληάδνκαη πσο δνχζαλ 
φπσο θη‟ εκείο, κφλν ζαλ πην μεηζίπσηα”.366 Her answer makes Pavlos observe the 
endurance of the spirit of the ancients even after their death: “Ενχζαλ -απηφ ήζεια λ‟ 
αθνχζσ. Ενχζαλ, θαη ην πλεχκα ηνπο αθφκα δεη […]”.367 In Βίνο θαη Πνιηηεία ηνπ 
Αιέμε Ενξκπά, the narrator speaks with a shepherd who views the ancient past 
disparagingly, since the ancients are dead: “Θσξψ η‟ αξραία. –Κη ίληα θαηαιαβαίλεηο; 
-Πξάκα! –Πξάκα θη εγψ. Απηνί πεζάλαλε, εκείο δνχκε”.368 The visit to ancient ruins 
makes the narrators contemplate on life and death. As Pavlos explains to Virgo in 
Λεκνλνδάζνο, the ruins are a symbol of life and its ephemeral character: “΋ηαλ 
αξρίζεηε λα δείηε, ηφηε ζα θαηαιάβεηε πσο φ,ηη βιέπεηε ηξηγχξσ ζαο είλαη 
πξννξηζκέλν λα ραζεί κηα κέξα, πσο φ,ηη αγαπήζαηε ζα ιείςεη […] έλα ηέηνην λφεκα 
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κνπ θαλεξψλνπλ ηα εξείπηα πνπ, θαζψο ιέηε, αλαδεηψ”.369 The narrator in Βίνο θαη 
Πνιηηεία ηνπ Αιέμε Ενξκπά while visiting the Minoan city contemplates the meaning 
of life and realises its fleeting nature: “ε δσή εηνχηε είλαη κνλαδηθή γηα ηνλ θάζε 
άλζξσπν, άιιε δελ έρεη, φ,ηη κπνξείο λα ην ραξείο, εδψ ζα ην ραξείο, πεξλάεη γξήγνξα 
θαη δελ ζα ζνπ μαλαδνζεί, ζηελ αησληφηεηα, άιιε επθαηξία”.370 
Kosmas Politis is one of the first Greek novelists who incorporated into his 
work the Minoan finds at Knossos, referring especially to the statue of the snake 
goddess. The statue of the snake goddess had been recently discovered by 
archaeologists. Arthur Evans published the artifacts that he found in the excavations 
at the palace of Knossos in Crete in the book The Palace of Minos at Knossos in 
volumes that were published from 1921 to 1935. The chapter on the statue of the 
snake goddess was included in the first volume of 1921.
371
 In Λεκνλνδάζνο when 
Pavlos sees a girl resembling the Minoan statue of the snake goddess, he remarks: 
“Φειφηεξα, ην δηπνχλη απφκεηλε μεθνχκπσην θη‟ αθήλεη ειεχζεξν ην γεκάην ζηήζνο 
πνπ θνπζθψλεη ην ρνληξφ πνπθάκηζν. Έλα κηλστθφ αγαικαηάθη ηεο Κλσζνχ”.372 In 
Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά, the snake goddess has a central role in the 
Minoan city that the narrator visits: “Καη ζηελ θαξδηά ηεο πνιηηείαο, εθεί πνπ νη 
πέηξεο ράκσ είλαη νη πην θαγσκέλεο απφ ηα πφδηα ησλ αλζξψπσλ, ην ηεξφ ηεο 
Μεγάιεο ζεάο, κε η‟ αλνηρηά μέρεηια ζηήζηα θαη ηα ηεξά θίδηα ζηα κπξάηζα”.373 The 
narrator links the widow after her death with the Minoan females in a mingling of the 
recent and distant past: “Ο θαηξφο είρε πάξεη κέζα κνπ ηελ αιεζηλή ηνπ νπζία˙ ε ρήξα 
ζα λα ‟ρε πεζάλεη πξηλ απφ ρηιηάδεο ρξφληα, θη νη θλσζατθέο ζγνπξνκάιιεο θνπέιεο 
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ηνπ αηγαίηθνπ πνιηηηζκνχ ζα λα ‟ραλ πεζάλεη ζήκεξα ην πξσί”.374 The narrator‟s 
investigation of the past and his origins corresponds to the narrator‟s exploration in 
the modernist novel by Kosmas Politis but whereas Pavlos seems unable to have a 
productive relationship with his home country and in his attempt to escape from it he 
meets with death, in Kazantzakis‟ novel the narrator‟s experience is more fruitful. 
 
Conclusions 
It has been argued in this chapter that the intertextual technique of Βίνο θαη 
Πνιηηεία ηνπ Αιέμε Ενξκπά is characterised by a merging of the folk tradition and 
Modern Greek literature. The novel is linked with folk poetry and at the same time 
with literary works of modernism such as the fiction of Kosmas Politis. Through this 
integration, the components of several genres, periods and movements interact. There 
is an incorporation of cultural material from the folk tradition with quotations, 
allusions and references to folk songs that belong to the Akritic cycle as well as 
παξαινγέο, θιέθηηθα, and κνηξνιόγηα. Direct references of the narrator to the folk 
songs and their function draw attention to them and illustrate their pivotal place in the 
novel as they shed light on the course of the characters in the unfolding of the plot as 
in the case of Stavridakis. Zorbas is linked with Myrivilis‟ novella Ο Βαζίιεο ν 
Αξβαλίηεο, which also bears folkloric elements and hails a popular hero. At the same 
time the two heroes exhibit a revisionary and unconventional attitude as they develop 
their views on the nation, religion, music and freedom but Zorbas diverges from him 
at the end. The folk elements are renewed and revised in their presentation through an 
individual writer‟s outlook. The unnamed narrator in Βίνο θαη Πνιηηεία ηνπ Αιέμε 
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Ενξκπά is connected with other narrators and storytellers as in Σν κόλνλ ηεο δσήο ηνπ 
ηαμείδηνλ and Λεκνλνδάζνο. The depiction of himself is placed among previous 
narrators of the literary tradition exploring the past, the surrounding space, the 
writer‟s relation with people and his poetics. In this way, the narrative that the 
narrator produced after the journey for the exploration of his identity is inseparable 
















3. Intertextuality as recurrence: Christ Recrucified 
 
In Ο Υξηζηόο Ξαλαζηαπξώλεηαη the connections that are made with Modern 
Greek literature underscore the concept of repetition. This notion is introduced 
already in the title and permeates the entire novel, which does not only develop the 
theme of the crucifixion of Christ but more essentially the idea of re-crucifixion. It is 
not treated as a unique phenomenon but as a perpetual recurrence. The goal of 
Manolios in the development of the plot is not to exhibit his individuality but on the 
contrary to fit himself into the reenactment of the Christian myth. This chapter aims to 
show that the novel is intertextually connected with works that extend the concept of 
repetition. The chapter is divided into sections examining the interaction with 
ethography, Greek folk songs, and with Sikelianos‟ play Ο Υξηζηόο ζηε Ρώκε. The 
feature of repetition is an integral part of intertextuality since it entails the process of 
replication of textual material from a previous work in another. What is more, the 
intertexts of the novel emphasise the idea of perpetuation even more either because 





An important notion that is explored in Ο Υξηζηόο Ξαλαζηαπξώλεηαη concerns 
the formation of a person‟s identity among the society in which the person lives. In 
the development of the formulation of the identity among the community the 
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characters of the novel are connected with ethography. Kazantzakis‟ novels have been 
read as a revival of the ethography of the 1880-1910 period. Henri Tonnet observes: 
“Γεληθά, ην κπζηζηφξεκα ηνπ Καδαληδάθε είλαη έλα κεγάιν εζνγξαθηθφ δηήγεκα”.375 
Kazantzakis‟ novels are related to ethographic short stories on the grounds that the 
narrative space is set in the countryside and the people and customs of the village are 
presented with realism.
376
 However, the aim of ethography is not limited to depicting 
an idyllic love or a realistic picture of the countryside. Another important aspect of 
ethography is the criticism of the flaws of society. The strong social criticism and the 
themes of violence and extreme behaviour link the novel with the fiction of Andreas 
Karkavitsas and Konstandinos Theotokis. Near the end of Karkavitsas‟ Ο Εεηηάλνο 
the death of Kroustallo takes place while the beggar who is responsible for her death 
is not arrested by the police. The image of the dead Kroustallo is given with raw 
realism. The description of her dead body has connotations of crucifixion (“ηα ρέξηα 
ηεο ζηαπξσκέλα”)377 suggesting that her suicide constitutes a self-sacrifice. In Ο 
Υξηζηόο Ξαλαζηαπξώλεηαη at the climax of the novel Manolios proceeds to his self-
sacrifice and his murder also recalls a crucifixion: “Δίρε αθφκα αλνηρηά ηα κπξάηζα, 
ζα ζηαπξσκέλνο”.378 The details in the description of Manolios‟ death are 
characterised by raw realism that is analogous to the ethographic style of Karkavitsas: 
Μα ην πιήζνο είρε θηφια ρηκήμεη απάλσ ζην Μαλνιηφ˙ ηηλάρηεθε ην αίκα, ξάληηζε ηα 
πξφζσπα, δπν ηξεηο ζηάιεο έπεζαλ δεζηέο, αξκπξέο ζηα ρείιηα ηνπ παπα-Γξεγφξε 
[…] Κη νινχζε έηξεραλ απφ πιήζνο καραηξηέο ηα αίκαηα. Οζκίζηεθε ην αίκα ν ιαφο, 
έπεζε απάλσ ζην θνξκί πνπ ζπαξηαξνχζε˙ ν γεξν-Λαδάο είρε θνιιήζεη ην 
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θαθνχηηθν ζηφκα ζην ιαηκφ ηνπ Μαλνιηνχ θαη πνιεκνχζε, ιπζζαζκέλνο, λα ηνπ 
θφςεη έλα θνκκάηη θξέαο.379 
Here an image of cannibalism is presented as the people attempt to eat the 
flesh of Manolios and drink his blood. The image also has symbolic connotations as 
in the Eucharist the consumption of bread and wine symbolises the reception of 
Christ‟s blood and body. 
Other links to ethography are detected in the development of the characters. Ο 
Υξηζηόο Ξαλαζηαπξώλεηαη is connected with Kondylakis‟ Ο Παηνύραο in the 
description of the bucolic life on the mountain, the name of the character and also his 
relationship with Lenio and the widow. In Ο Υξηζηόο Ξαλαζηαπξώλεηαη the 
protagonist is called Manolios or Christ according to the biblical character that he 
represents. The protagonist of Kondylakis‟ novella Ο Παηνύραο is also named 
Manolios or Manolis and also Patouchas. The two characters have a double role 
which is evident from the two names that they bear. In Kondylakis‟ novella the 
protagonist‟s nickname derives from the large physical characteristics that he has but 
it becomes a burden for him to be called Patouchas. In Kazantzakis‟ novel the 
protagonist is also named Christ, which is the role that his fellow villagers have given 
him in the performance of the passion of Christ. Patouchas also struggles to live up to 
the expectations that his circle has from him and he succeeds at the end, but the 
procedure is likewise arduous for him. Their endeavour to discover themselves 
through their identification to the way that society views them is reflected in the titles 
of the texts. The titles do not include their name, Manolios, but the nicknames that 
their fellow villagers have given them: Ο Παηνύραο and Ο Υξηζηόο Ξαλαζηαπξώλεηαη. 
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In the first part of Kondylakis‟ novella, Patouchas leaves the village and lives 
on the mountain as a shepherd. Unable to fit into the human society he feels free on 
the mountain and it becomes easier for him to communicate with the sheep than with 
people. The narrator notes about Patouchas: “νη κφλνη άλζξσπνη ηνπο νπνίνπο δελ 
εθνβείην ήζαλ νη ζχληξνθνί ηνπ, πνηκέλεο θαη ηπξνθφκνη, εκίαγξνη, σο απηφο”.380 In 
Ο Υξηζηόο Ξαλαζηαπξώλεηαη when Manolios returns to the mountain from the village 
he has the following dialogue with Nikolios: “-΢νπ ‟θακαλ θαθφ νη άλζξσπνη εθεί 
θάησ; -Ναη. –Γηαηί πήγεο;”.381 The fact that Patouchas and Nikolios are closer to their 
sheep than to human beings is reflected in their relationship with women. This 
element connects the novel with the work of Kondylakis and is also comparable to the 
ethography of Papadiamandis as for instance in the short story Όλεηξν ζην θύκα where 
the narrator interrelates his goats and the woman. In Kondylakis‟ novella, while 
Patouchas observes the goats he wishes to be one of them: “Απφ ηνπ ηξάγνπ δε ην 
βιέκκα ηνπ θαηέβαηλελ εηο ηαο αίγαο, αίηηλεο κε πξνζπάζεηαλ ηηλα εξσηνηξνπίαο 
αλέηεηλνλ πξνο ηνλ ζνπιηάλνλ εθείλνλ ηνπο ειηζίνπο νθζαικνχο ησλ. Καη λένο 
ζηελαγκφο ζπλψδεπε ηελ ζθέςηλ ηνπ λένπ. Γηαηί λα κε είλε θαη απηφο ηξάγνο;”.382 In 
Ο Υξηζηόο Ξαλαζηαπξώλεηαη in Nikolios‟ mind the goat is identified with Lenio: “Σν 
Νηθνιηφ φιν θαη ζπιινγίδνπληαλ κε ζπκφ ην δπλαηφ θξηάξη θαη ην Λεληφ, έζκηγαλ 
αμεδηάιπηα κέζα ζην λνπ ηνπ ν κπξνζηαξφθξηνο θη ε ζηξνπκπνπιή γπλαηθνχια, 
γίλνπληαλ έλα, θαη πφηε ην Λεληφ ήηαλ απφ πάλσ θαβάια, πφηε απφ θάησ θαη 
γεινχζε…”.383 Nikolios abandons his former life on the mountain so as to marry 
Lenio. For Nikolios like Patouchas women constitute the reason why they decide to 
depart from the secluded life on the mountain and live among the villagers. 
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The same metaphor is developed in the depiction of women since in both texts 
they are viewed as demons. When Patouchas tries to seek information about the 
nature of women he receives the answer that they are demons and as the narrator 
explains, Patouchas would welcome them with contentment: “Μήπσο θαη απηφο δελ 
ζα επξνηίκα έλα δαίκνλα απφ φια ηα αγαζά ηνπ θφζκνπ; […] Ήξζε λα βξε ην 
δαίκνλά ηνπ. Θέιεη θη απηφο έλα δαίκνλα”.384 In Ο Υξηζηόο Ξαλαζηαπξώλεηαη women 
and demons intermingle. Manolios‟ face swells while he is planning to visit the house 
of Katerina, the widow. When he wonders what has happened to him, Nikolios 
explains that it has been caused to him by the demon and Manolios agrees: “Δίλαη ν 
δαίκνλαο, Γηαλλαθφ, θαιά ην βξήθεο˙ ν δαίκνλαο, θαη κε θαβάιεζε˙ δφμα ζνη ν Θεφο, 
αιιηψο ήκνπλ ρακέλνο…”.385 According to him God cannot be separated from the 
demon: “Γελ κπνξείο λα μερσξίζεηο ην Θεφ απφ ην δαίκνλα… Πνιιέο θνξέο -
κλήζηεηί κνπ, Κχξηε! –έρνπλ ηα ίδηα κνχηξα!”.386 
The relationship of Patouchas and Manolios with women is instrumental for 
the fashioning of their own identity within the society. Patouchas abandons the 
mountain and stays in the community of the village because of Pigi. At the end of the 
novella after rejecting the widow he decides to marry Pigi. Manolios, on the other 
hand, follows the opposite route. The role of Christ is incompatible with a wedding 
with Lenio. Although he was engaged to her at the beginning of the novel, after he 
talks to the widow he decides not to marry Lenio.
387
 The widow helps him accomplish 
his duty to sacrifice himself for people and undertake the role of Christ. In this 
process the widow saves Manolios: “-Βφεζα κε, Καηεξίλα, είπε παξαθιεηηθά, βφεζα 
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κε λα ζσζψ…”.388 The widow also considers herself saved by Manolios as she 
confesses to him: “-Δζχ, ρσξίο λα ην μέξεηο, ρσξίο λα ην ζεο, ρσξίο θη εγψ λα ην 
ζέισ, είζαη ε ζσηεξία κνπ…”.389 In this way their relationship is presented as 
complementary and reciprocal. As Patouchas and Manolios gradually intermingle 
with the society of the village conforming to it or challenging it, they finally form 
their identity. 
Kondylakis‟ novella Ζ πξώηε αγάπε (1919) recounts the unfulfilled love of 
two young people. In Ζ πξώηε αγάπε the development of the love story in the 
narration is based on the symbols of heat and cold, which reflect the lovers‟ feelings 
and the condition of their relationship. At the beginning of the story the heroine is 
characterised by her ππξσκάδα.390 Apart from her behaviour it is also her physical 
appearance that manifests her warm feelings. This changes when the narrator leaves 
the village. At this stage the heat is replaced by cold. The physical condition of the 
two characters becomes frail. At the end of the story the heroine is presented as warm 
again but this time her heat stems from the fever of her illness (“πξαγκαηηθψο ην ρέξη 
ηεο έθαηε ηψξα πεξηζζφηεξν θαη ηα κάγνπιά ηεο ήηαλε θσηηά”391). Finally, she 
acquires the light of a halo before her death (“[…] ηψξα ην θσο ηνπ ήιηνπ θχθισλε ην 
πξφζσπφ ηεο κε θσηνζηέθαλν αγίαο”).392 
In Ο Υξηζηόο Ξαλαζηαπξώλεηαη the imagery of warmth and cold is employed 
as a metaphor that represents the love story of Michelis and Mariori. Like the heroine 
of Kondylakis story, Mariori is initially characterised by warmness (“[Ο Μηρειήο] 
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είρε αγγίμεη ηψξα λα ην ρέξη ηεο Μαξηνξήο θη αθφκα απνθξαηνχζε ηε θιφγα”).393 
However, as Michelis leaves so as to aid the refugees of Sarakina, her warmth stems 
from her illness (“Γπν γαιάδηνη θχθινη έδσλαλ ηα καχξα ακπγδαιάηα ηεο κάηηα θαη 
ηα ρείιηα ηεο έθαηγαλ”).394 Moreover, Manolios seems to undergo the same stages, 




 and finally to the light of a halo making him 
resemble a saint (“είδα γχξα ηξηγχξα απφ ην πξφζσπφ ηνπ κηα παξάμελε ιάκςε˙ έλα 
ζηεθάλη θσο˙ φπσο έρνπλ νη άγηνη ζηα θνλίζκαηα…”).397 
Overall, Ο Υξηζηόο Ξαλαζηαπξώλεηαη presents a multilevel relation to 
ethography which is detected in the narrative space but also in the depiction of the 
development of the characters and the relationships within the society of the village. 
The novel is set on the Greek periphery but does not offer an idealised image of it. It 
emphasises the good types of the characters and their negative aspects depicting 
violence and injustice with realism. 
 
Greek folk poetry and the repetitions of history 
The story of the novel bears connections with the historical time when it was 
written. An important part of it revolves around the endeavour of a group of Greeks 
who have been persecuted by the Turks to settle down at Lykovrisi and while 
Manolios, the protagonist of the novel, is trying to support them he is finally killed by 
his fellow villagers. This civil riot may reflect the civil war that was raging in Greece 
in 1948 when Kazantzakis wrote the novel. The narrative time of Ο Υξηζηόο 
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Ξαλαζηαπξώλεηαη is set shortly before the Greek defeat by the Turks in 1922. The 
historical event of the Asia Minor catastrophe is connected with previous periods of 
Greek history that have been marked by the battles against the Ottomans. In this way 
they illustrate the cyclical character of historical events and the people‟s perpetual 
state of suffering and longing for freedom. 
The refugees‟ descriptions regarding their struggle and aspirations about the 
future evoke the legends of the folk tradition after the fall of Constantinople. A 
common motif of folk poetry is the presence of birds. In the folk songs birds appear at 
critical moments. They are personified and they convey messages through speech. 
The folk song “Σν θξνχζνο ηεο Αληξηαλφπνιεο” recounts the siege of 1361 by 
Amourat. The birds participate in the mourning for the loss of the city: 
Σαεδφληα ηεο Αλαηνιήο θαη ηα πνπιηά ηεο Γχζεο 
θιαίγνπλ αξγά, θιαίγνπλ ηαρηά, θιαίγνπλ ην κεζεκέξη 
θιαίγνπλ ηελ Αληξηαλφπνιε ηελ πνιπθξνπζεκέλε (1-3)398 
In order to express the magnitude of the catastrophe the birds from the East to 
the West are presented to cry for the siege of the city. The folk song “Σεο Πάξγαο” 
also contains the motif of the personification of birds who mourn for the loss of the 
city. The imagery of the birds can be detected in Kazantzakis‟ novel when the 
refugees narrate their struggles: “Γπν θνπθνπβάγηεο ηξφκαμαλ, θνπθνπέηαμαλ απφ 
ηνλ πιάηαλν θαη ράζεθαλ ζην ζθνηάδη”.399 The specification of the number of the 
birds and also the juxtaposition of three verbs in the sentence evoke the style of folk 
poetry. The fear of the refugees who wander and try to find a land to settle down is 
reflected in the fear of the owls that seem to sympathise with the humans. Moreover, 
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the image of the refugees who carry the bones of their ancestors is also found in the 
folk song “Σεο Πάξγαο”:  
ζθάςηε πιαηηά, ζθάςηε βαζηά, φια ζαο ηα θηβνχξηα, 
θαη ηαληξεησκέλα θφθθαια, μεζάςηε ηνπ γνληνχ ζαο. 
Σνχξθνπο δελ επξνζθχλεζαλ, Σνχξθνη κελ ηα παηήζνπλ. (14-16)400 
In “Σν θξνχζνο ηεο Αληξηαλφπνιεο” the tragic element is aggrandised by the 
time when the siege is set, namely at the Christian ceremony of the Easter. According 
to N. G. Politis the line “θαη ηεο Λακπξήο ηελ Κπξηαθή γηα ην Υξηζηφο Αλέζηε” is 
explained by the fact that the siege of the city coincided with Holy Week: “Ζ άισζηο 
ηεο Αδξηαλνππφιεσο ππφ ησλ Βνπιγάξσλ ησ 1205 έγηλε ηελ εβδνκάδα ηνπ 
Πάζρα”.401 In Ο Υξηζηόο Ξαλαζηαπξώλεηαη, when the refugees arrive at Lykovrisi 
after losing their land, the resurrection of Christ has just been celebrated. The time 
when the refugees appear in Kazantzakis‟ novel is connected with the tradition that is 
encapsulated in this folk song suggesting the repetition of historical events. 
The threat of the siege to the cultural and religious tradition is reflected in the 
folk song “Σεο Αγηά ΢νθηάο”. The song recounts the last mass of the cathedral of 
Hagia Sophia which remained unfinished due to the siege of Constantinople by the 
Turks.
402
 At the loss of Constantinople, which was the political and the religious 
centre of the empire, the icons are involved in the event and produce tears. They are 
personified and they display human reactions: 
Ζ Γέζπνηλα ηαξάρηεθε, θ‟ εδάθξπζαλ νη εηθφλεο. 
«΢ψπαζε, θπξα Γέζπνηλα, θαη κε πνιπδαθξχδεο, 
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πάιη κε ρξφλνπο, κε θαηξνχο, πάιη δηθά ζαο είλαη». (16-18)403 
In this image, which combines personification with the supernatural element, 
the hopes of the Greeks to recapture the lost land are expressed. In Ο Υξηζηόο 
Ξαλαζηαπξώλεηαη Photis, the priest of Sarakina, in his recounting of the moments 
when the Turks attacked his village refers to the icons of the church and notes his 
initial indignation that the icon of Saint Elias did not react immediately to the 
misfortunes of the Greeks. Photis uses direct questions that begin with the device of 
repetition of Γε ζα, a technique that is characteristic in folk poetry. He cannot 
conceive that the icon remains indifferent to the people‟s misfortunes. He wonders: 
“Γε ζα ζπάζεη ε θαξδηά ηνπ; Πσο κπνξεί θαη ρσξάεη ηφζνλ πφλν; ηφζε αδηθία, ηφζε 
αλαίδεηα; Γε ζα πεηαρηεί απφ ην θφληζκα;”.404 In his imagination, as the threefold 
repetition of ζα λα suggests, the icon‟s figures begin to move and talk: “ζα λα κε 
θιφηζεζε ην θφληζκα, ζα λα δσληάλεςαλ ηα ηέζζεξα πχξηλα άινγα, ζα λα 
θνπλήζεθαλ ηα ρείιηα ηνπ Πξνθήηε θη άθνπζα θσλή κεγάιε: «Πάκε!»”.405 
In the folk song “Σεο Αγηά ΢νθηάο” a supernatural voice is heard from heaven. 
It informs the Christians that the loss of the city is the will of God and it advises them 
to stop the mass: 
θσλή ηνπο ήξζε εμ νπξαλνχ θη‟ απ‟ αξραγγέινπ ζηφκα. 
«Πάςεηε ην ρεξνπβηθφ θη‟ αο ρακειψζνπλ η‟ άγηα, 
παπάδεο πάξηε ηα γηεξά, θαη ζεηο θεξηά ζβεζηήηε, 
γηαηί είλαη ζέιεκα Θενχ ε Πφιε λα ηνπξθέςε. […] (8-11)406 
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In his description of the last moments before the Turks attack his village 
Photis mentions that a disembodied voice was heard originating from the sky: “-Μηα 
κέξα αθνχζηεθε θσλή απάλσ απφ ηηο ζηέγεο ηνπ ρσξηνχ καο”.407 The connection 
with folk poetry is also achieved by the style of the sentence‟s composition. The 
phrase “κηα κέξα αθνχζηεθε θσλή” constitutes an eight-syllable line in iambic 
rhythm, the metre in which folk poetry is written. Although it is part of a prose text, it 
demonstrates the rhythm of a folk song. 
The scene begins with a reversal of the events narrated in “Σεο Αγηά ΢νθηάο”. 
While the people of Constantinople are warned by the supernatural voice that the city 
is going to fall and that the mass should stop, the villagers mistakenly think that they 
are going to be liberated. They are depicted as doing the things that the voice in the 
folk song advises the people against. They ring the bells cheerfully and light their 
lamps: “Υηππήζηε ηηο θακπάλεο ηεο Λακπξήο […] θη άλαβαλ ηα θαληήιηα ζηνπο 
ζηαπξνχο”.408 They also seem to believe that the legends that are recorded in the 
tradition of the folk songs after the Fall of Constantinople come alive. For instance, in 
another folk song it is described that the City will be recaptured when the heaven and 
earth unite their power:  
Θέι‟ απ‟ νπξαλνχ κάζηνξαλ θαη απφ ηελ γελ αξγάηελ (11)409 
Photis‟ words seem to be embracing this tradition when he states: “Έθηαζαλ 
νη Έιιελεο, γεο θη νπξαλφο ζκίγνπλ”.410 He views the Greek army as the heroes who 
with heaven‟s aid will drive the Turks away thereby expressing the ideology reflected 
in the folk song. 
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One more belief that Photis expresses from the folk tradition is the expulsion 
of the Turks to Kokkini Milia. When the Greek army is expected to arrive he says: 
“πάξηε, γπλαίθεο θη άληξεο, η‟ άξκαηα, λα θπλεγήζνπκε ηνλ Σνχξθν σο ηελ Κφθθηλε 
Μειηά!”.411 While they are settling down in Sarakina, Photis expresses with certainty 
the view that Konstandinos Palaiologos will convey the news of the recapture of 
Constantinople: “[…] εδψ ζα ρηίζνπκε, αδέξθηα, ηελ Πφξηα ηνπ Κσλζηαληίλνπ ηνπ 
Παιαηνιφγνπ! Απφ δσ κηα κέξα, παηδηά κνπ, ζίγνπξα, ζα κπεη, κνπζθεκέλνο ζηνλ 
ηδξψηα, ν πεδνπφξνο θαη ζα θσλάμεη: «Αδέξθηα, πήξακε ηελ Πφιε!»”.412 
The hope that the homeland will be won back is reflected in the myth of the 
last emperor who was turned into marble. Vizyinos‟ poem “Ο ηειεπηαίνο 
Παιαηνιφγνο” depicts the way that the legend is conveyed from one generation to 
another. A grandmother explains to her grandson that the last emperor is sleeping: 
-Απέζαλε, γηαγηά; Πνηέ, παηδάθη κνπ! Κνηκάηαη, 
θνηκάηαη κφλν! […] (25-26)413 
The grandmother also explains that when the right time comes Palaiologos 
will wake up and set the empire free:  
Καη ρηχπα ρηχπα, ζα ηνλ πα καθξά λα ηνλ πεηάμε, 
πίζσ ζηελ Κφθθηλε Μειηά, θαη πίζ‟ απφ ηνλ ήιην, 
πνπ πηα λα κε γπξίζε! (106-108)414 
In Kazantzakis‟ novel the events of this myth are reversed. The hopes of 
Photis for freedom prove delusive, since the Turks finally invade their village. When 
he and the refugees arrive at Lykovrisi, they wait for the elder of the village to wake 
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up and help them. He is, however, in a state of deep slumber due to excessive eating 
and drinking: “-Κνηκάηαη, ξνραιίδεη, δελ κπφξεζα λα ηνλ μππλήζσ, είπε κε ζηγαλή 
θσλή. Παξάπηε, παξάθαε, ηνλ θνχλεζα, δελ θνπληφηαλ, ηνπ θψλαμα, δελ άθνπγε˙ θη 
έθπγα”.415 Whereas they were expecting Palaiologos to wake up and free them, they 
end up waiting for the drunk Patriarcheas to wake up. 
The view and ideology of the folk tradition is held by the characters but does 
not seem compatible with the present. At the end of the novel Manolios is murdered 
by his compatriots. In his final words he refers to the myth of Palaiologos: “δηψρηε 
ηνλ ηχξαλλν σο ηελ Κφθθηλε Μειηά θη αθφκα… Μα δελ πξφιαβε ν Μαλνιηφο λα 
ηειέςεη”.416 At the end of the novel the Ottoman troops are about to invade the 
village. As Manolios‟ words are uttered shortly before his death they may also reflect 
the end of the great idea that was conveyed through them. 
The speech of the teacher that refers to the Greek glory of the past is 
undermined by the narrator. The teacher of the village offers a eulogy for Patriarcheas 
hailing the Greek race from ancient times to the present. He concludes his speech with 
a quotation from the folk song “Σεο Αγηά ΢νθηάο”: 
Άξρηζε απφ ηελ αξραία Διιάδα, απφ ην Μηιηηάδε θαη ην Θεκηζηνθιή θαη ηνπο 
Πεξζηθνχο πνιέκνπο˙ θη χζηεξα θαηέβεθε ζην Μέγα Αιέμαληξν θαη ζηα ρξφληα ηνπ 
Υξηζηνχ, πήξε ζβάξλα ηε Βπδαληηλή Απηνθξαηνξία, ζηάζεθε πνιιήλ ψξα ζηελ Αγηά 
΢νθηά θαη ζην Βνπιγαξνρηφλν θη έθηαζε αλαζηαησκέλνο, κνπζθίδη ζηνλ ηδξψηα, ζην 
πάξζηκν ηεο Πφιεο˙ εθεί πηα δελ κπφξεζε λα θξαηήζεη ην ζξήλν… Κη φινο ν ιαφο 
βνχημε, φηαλ ηνλ άθνπζε λα θσλάδεη έμαιινο: «Πάιη κε ρξφληα κε θαηξνχο, πάιη δηθή 
καο ζα ‟λαη!”.417 
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The phrase “πάιη δηθή καο ζα ‟λαη” from the folk song is contained in 
Kazantzakis‟ novel. The collection of N. G. Politis includes the form “δηθά ζαο”: 
Πάιη κε ρξφλνπο, κε θαηξνχο, πάιη δηθά ζαο είλαη. (18)418 
The change from δηθά ζαο in Politis‟ collection to δηθή καο stems from the fact 
that the phrase appears on its own in the novel in the words of the teacher. According 
to Michael Herzfeld: “Yours” is what Politis‟ sources mostly give, and “yours” is 
what every responsible reprinting of the complete text (including Politis‟ own) 
provides, but “ours” is commonly substituted whenever the two lines (or just the 
second one) appear on their own, out of context”.419 The phrase “πάιη δηθή καο ζα 
‟λαη” in first plural expresses a collective view regarding liberation.420 
The teacher emphasises the connection of Byzantine culture with the ancient 
and Modern Greek and concludes his speech with a quotation from Solomos‟ Ύκλνο 
εηο ηελ ειεπζεξίαλ: 
Καη γξήγνξα, άγαξκπα, κα ζαξξαιέα, κεηαπήδεζε ζην εγθψκην ηεο ειιεληθήο θπιήο, 
έζκημε ηνλ Πξνθήηε Ζιία κε ηνλ Απφιισλα, χζηεξα κε ην θσο θαη ηέινο κε ηνλ 
αζάλαην λνπ ησλ Διιήλσλ, πνπ πνιέκεζαλ θαη θαηαηξφπσζαλ ηα ζθνηάδηα ησλ 
βαξβάξσλ. „Ήξζε χζηεξα, κα κε ηξφπν, θαη ζηελ Σνπξθηά, ηα κάζεζε ιίγν, κα 
μαθληθά ηνπ μέθπγε ην ραιηλάξη, ακνιήζεθε αθαπίζηξσηνο θη άξρηζε μεθξέκαζηα λα 
ηξαγνπδάεη ηνλ Όκλν. Σα ζάζηηζαλ φινη, άλαςαλ ηα αίκαηά ηνπο, θη άξρηζαλ θη απηνί 
ζπλεπαξκέλνη λα ηξαγνπδνχλ κε ζπγθίλεζε θαη κε εξσηθέο παξαθσλίεο: «΢ε 
γλσξίδσ απφ ηελ θφςε ηνπ ζπαζηνχ ηελ ηξνκεξή…».421 
Earlier in the novel, the Greeks of Lykovrisi also sing the Greek national 
anthem.
422
 The statement of the teacher is placed in the context of the narrator‟s 
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words (“άγαξκπα”, “ηα κάζεζε”) which stress the exaggerated gestures and words of 
the teacher (“αλαζηαησκέλνο”, “κνπζθίδη ζηνλ ηδξψηα”, “έμαιινο”). The perspective 
of the narrator does not coincide with that of the character whose words are conveyed 
through indirect speech. The third-person, omniscient narrator is not neutral and his 
mood in this case conveys an ironic perspective. By stressing the emotionality and 
exaggeration of the teacher‟s speech the narrator alerts the reader to his distance from 
the character‟s words. While the characters consciously repeat lines from the folk 
songs of the fall of Constantinople hoping to have a different fate to that of the Greeks 
of 1453, they have not yet realised that Asia Minor would be lost shortly after the 
narrative time of the novel. In the context of the novel the traditional, oral material is 
revised and reinterpreted.  
 
Sikelianos’“Ο Υξηζηόο ζηε Ρώκε” 
The social activity of Manolios in Ο Υξηζηόο Ξαλαζηαπξώλεηαη revolves 
around his acts to aid the refugees of Sarakina and gradually causes a revolt of the 
poor against the rich. Moreover, due to the participation in the performance of the 
passion of Christ he tries to reproduce through art and life the course taken by Christ 
towards crucifixion. The story line of Ο Υξηζηόο Ξαλαζηαπξώλεηαη is connected with 
the play by Angelos Sikelianos Ο Υξηζηόο ζηε Ρώκε.423 Sikelianos‟ play was 
published in 1946, namely two years before Ο Υξηζηόο Ξαλαζηαπξώλεηαη was written. 
The title of Kazantzakis‟ novel alludes to the title of Sikelianos‟ play through a partial 
reproduction of it as the words Ο Υξηζηόο is repeated (Ο Υξηζηόο ζηε Ρώκε-Ο Υξηζηόο 
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Ξαλαζηαπξώλεηαη). The two main points that are in common in Sikelianos‟ and 
Kazantzakis‟ works pertain to the imitation of a theatrical performance of Christ‟s 
passion in real life and also the social revolt of the poor against the rich.
424
 Prochoros, 
who aims at the rebellion of the poor people against the rich, has organised a 
reenactment of Christ‟s crucifixion while at the same time a group of Hebrews is 
preparing a revolution. Peter says that he saw Christ alive telling him that his place is 
on earth to fight injustice. Manain has organised a large fire which burns Rome and at 
the end Peter is arrested and Prochoros is killed. 
In Ο Υξηζηόο ζηε Ρώκε the depiction of the injustice of Rome‟s social 
stratification is evident from the beginning of the play. The people of Rome are 
presented as poor and lacking food and shelter. They and their children are at the 
threshold of death asking the more privileged people and their rulers to provide them 
with the basic necessities of life: 
-Φσκί!... Θξνθή!... θαη δε δεηάκε ηίπνη‟ άιιν!… 
-Φσκί, ςσκί, λα κελ πεζάλνπλ ηα παηδηά καο! 
-Φσκί θαη θξέαο, γηα λα ληπζνχλε ηα πιεπξά καο!... 
-Φσκί θαη θξέαο, λα ζθεπαζηνχλ ηα θφθαιά καο… (1432-1435)425 
The rulers, however, are indifferent to the plight of the people and thus 
Prochoros attempts to organise a civil revolt so that the underprivileged citizens may 
make their demands and promote their rights. Prochoros is finally killed by the guards 
and in his last words he expresses his ideas on life, freedom and death: 
Μα εγψ ην ιαφ λα ηνλ ζεθψζσ ζέισ, απάλσ 
θη απφ ηνπο πινχζηνπο θη απάλσ απ‟ ηνπο αξρφληνπο, 
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έηνηκν πάληα γηα ηε ιεχηεξελ αλάζα,  
γηα ηνλ παικφ, γηα ην ξπζκφ, γηα η‟ αλεθφξη, 
γηα ηε δσή θαη γηα ην ζάλαην… (449-453)426 
In the novel the refugees of Sarakina are in desperate need for food and 
shelter. When, however, they explain their wretched conditions to the rich and 
powerful citizens of Lykovrisi, the latter prefer to preserve their property instead of 
providing aid to the refugees. While the condition of the people of Sarakina 
deteriorates, Manolios and his followers endorse more actively their rights and 
freedom. Manolios‟ social ideology triggers a revolution in the village and his rich 
fellow villagers as well as the Turk ruler against him. When he finally realises that he 
is unable to change the established social order, he tries to disseminate the idea of 
freedom before his death: “΢ηέθνπκαη ην ινηπφλ αλάκεζα ζηε Λπθφβξπζε θαη ζηε 
΢αξαθήλα θαη θσλάδσ: ΢εθσζείηε, αδέξθηα, ζη‟ άξκαηα, παηδηά, σο πφηε ζα ‟καζηε 
ζθιάβνη; […] Δκπξφο, ήξζε ν θαηξφο, ειεπηεξία ή ζάλαηνο!”.427 
A main notion in both Kazantzakis‟ novel and Sikelianos‟ play is the concept 
of continuation and recurrence. The death of Christ is reenacted in both works. This 
reiteration goes even further, in that Manolios also recalls the actor who impersonated 
Christ in an earlier dramatic performance in Lykovrisi. The previous actor had been 
unable to continue living the life that he had before undertaking the role of Christ: 
Σελ πεξαζκέλε θνξά, ζπκάζηε, απηφο πνπ έθαλε ην Υξηζηφ ήηαλ ν καζηξν-
Υαξαιάκπεο, άλζξσπνο λνηθνθχξεο θαη θαιφο θακειίηεο˙ κα ηφζν πάζθηζε λ‟ 
αθνινπζήζεη η‟ αρλάξηα ηνπ Υξηζηνχ, ηφζν αγσλίζηεθε νιάθεξν ην ρξφλν λα γίλεη 
άμηνο λα ζεθψζεη ην ζηαπξφ, πνπ ζην ηέινο ην κπαιφ ηνπ ζάιεςε˙ θαη ηελ ίδηα κέξα 
ηεο Λακπξήο έβαιε ην αθάλζηλν ζηεθάλη, πήξε ζηνλ ψκν ηνπ ην ζηαπξφ, παξάηεζε 
ηα πάληα θαη πήγε ζην κνλαζηήξη ηνπ Αη-Γηψξγε ηνπ ΢νπκειά, πέξα ζηελ 
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Σξαπεδνχληα, θαη θαινγέξεςε. Κη ε θακίιηα ηνπ ξήκαμε, πέζαλε ε γπλαίθα ηνπ, θαη 
ηα παηδηά ηνπ γπξίδνπλ ηψξα ζην ρσξηφ θαη δεηηαλεχνπλ.428 
Manolios does not just repeat the story of Christ. He repeats a never-ending 
repetition of the story of Christ. While Manolios consciously tries to repeat the story 
of the mythical character of Christ, he unconsciously engages in the repetition of 
previous literary characters that had already repeated the story of Christ. On an intra-
textual level, Manolios repeats the story of the actor who has repeated the story of 
Christ. On an intertextual level, his story relates to Peter and Prochoros in Ο Υξηζηόο 
ζηε Ρώκε. In Sikelianos‟ play the crucifixion of Christ constitutes an act of 
continuous repetition. It is emphasised that a long tradition of crucifixions has 
preceded the crucifixion of Christ: 
Καη κήπσο ηάραηε είλ‟ ν κφλνο ζηαπξσκέλνο; 
Απφ ην δέληξν ηνπ ζηαπξνχ, ην ιεζκνλάηε  
πφζνη θξεκάζηεθαλ, πξσηχηεξα απφ θείλνλ; (63-65)429 
Sikelianos goes even further and adds that Christ when he was thought to have 
passed away after his crucifixion, reappears to Peter and declares that he wants to go 
to Rome and be crucified again:  
Γελ άθνπζα άιιν… Δηνχην κφλνλ,  
αιίκνλφ κνπ! «Πέηξε, αλ ζέιεηο ηψξα, θχγε,  
ηη εγψ ηξαβάσ, ζ‟ην μαλαιέσ, ζηε Ρψκε κέζα, 
κηα άιιε θνξά λα ζηαπξσζψ!» […] (181-184)430 
Σ‟ αθνχηε, αδέξθηα; ΢ηελ θαηλνχξηα ζηαχξσζή Σνπ!... 
Σν βάλεη ν λνπο ΢αο; ΢ηελ θαηλνχξηα ζηαχξσζή Σνπ!... (1195-1196)431 
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Christ in Sikelianos‟ play is not only presented as repeating the crucifixions of 
the past but also his own crucifixion. The people who are informed about it by Peter 
foresee that it will also be repeated in the future, since what has happened once is 
going to reoccur:  
Σίπνηα, Πέηξε… Απηφ, πνπ θάπνηε έρεη γίλεη 
ζηνλ θφζκν ηνχηνλ, εκπνξεί λα μαλαγίλεη. 
Σίπνηα, Πέηξε. Να ‟καζηε έηνηκνη, κνλάρα, 
ζαλ έξη‟ ε ψξα ην παιηφ λα μαλαγίλεη… (1198-1201)432 
Although both works develop the notion of the “re-crucifixion” of Christ, the 
reason that is put forward is different in the two texts. In Ο Υξηζηόο ζηε Ρώκε Christ 
is presented as intending to be crucified again because he believes that his place is not 
in heaven but on earth. Christ prefers to have an active presence among the suffering 
people:  
«Πέηξε, κ‟ αθνχο; Δκέλα ε ζέζε κνπ δελ είλαη 
ζηνπο νπξαλνχο, κα είλαη ζηε γε θ‟ εδψ θνληά ζαο!...». (1167-1168)433 
In Kazantzakis‟ novel Photis argues that one should actively participate in life: 
“Πην εχθνιν είλαη λα δψζεηο ηε δσή ζνπ κηα θαη θαιή, παξά λα ηε δίλεηο ζηάια 
ζηάια ζηνλ θαζεκεξηλφ αγψλα˙ αλ ήηαλ λα κε ξσηνχζαλ πνηνο δξφκνο πάεη ζηνλ 
νπξαλφ, ζ‟ απαληνχζα: ν πην δχζθνινο”.434 Manolios on the other hand considers 
death the ultimate self-sacrifice: “Γελ κπνξνχζε αθφκα λα μεράζεη ηε ζετθή ραξά ηνπ, 
φηαλ θίλεζε λα δψζεη ηε δσή ηνπ˙ ηνχηε ε αζηξαπή έκελε άζβεζηε κέζα ηνπ θαη 
καθξηλή πνιχ, ζα ρακέλε Παξάδεηζν˙ θη ν θαζεκεξηλφο αγψλαο ηνπ θαίλνπληαλ 
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λσζξφο πνιχ, ρσξίο ιάκςε. Βηάδνπληαλ”.435 In Ο Υξηζηόο ζηε Ρώκε Peter is eager to 
die so as to meet Christ again. His dialogue with the Roman governor, who threatens 
to put him on the cross, is characteristic of Peter‟s eagerness to die: 
Αρ, κελ αξγείηε ινηπφλ ηφηε, κελ αξγείηε!... 
Οκπξφο, ζηαπξψζηε κε […] (1528-1529)436 
Similarly, in his dialogue with Manolios the Turkish ruler forces him to talk about his 
social ideology. Like Peter, Manolios‟ reaction is to urge the ruler to kill him as he 
crosses his hands: “[…] ν Μαλνιηφο, άπισζε ζηαπξσηά ηα ρέξηα: -΢θνηψζηε κε… 
είπε”.437 
Sikelianos‟ play ends with a great conflagration of Rome, which is followed 
by the emergence of a new world for people. The oppressed people are finally 
victorious in Ο Υξηζηόο ζηε Ρώκε. In Ο Υξηζηόο Ξαλαζηαπξώλεηαη, however, the 
claims of the poor are not fulfilled. The advent and departure of Photis and his 
followers from Lykovrisi are reminiscent of the beginning and ending of Sikelianos‟ 
play. In Ο Υξηζηόο Ξαλαζηαπξώλεηαη the approaching refugees are described as a 
group of ants: “-Κνηηάρηε… θνηηάρηε, βξε παηδηά! θψλαμε ν Γηαλλαθφο˙ ηη ‟λαη απηή 
ε κεξκεγθηά πνπ μεπξφβαιε απφ ηνλ θάκπν;”.438 Similarly, in Ο Υξηζηόο ζηε Ρώκε 
the people who arrive at Rome are depicted as ants:  
Μα η‟ είλ‟ εθείλν πνπ φινη, ιεο πσο ην ηξαβάλε, 
ζαλ ηα κπξκήγθηα ζηε θσιηά ηνπο έλα μχιν; (692-693)439 
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At the end of the novel Photis departs with his people towards the East like the 
people from all nations in Ο Υξηζηόο ζηε Ρώκε gather together and go to the New 
Jerusalem. Kazantzakis does not include the burning of Lykovrisi in the plot of the 
novel but as the story is placed on the eve of the Asia Minor catastrophe its 
subsequent fall to the Turks is foreshadowed. 
 
Conclusions 
The connections with previous literature extend the concept of recurrence that 
is developed as a theme in the novel. Manolios‟ bucolic life on the mountain 
resembles the ethographic depiction of the countryside in Kondylakis‟ stories and the 
form of his double name (Manolios-Christ) seems to reproduce that of Manolios-
Patouchas. As the plot unfolds he attempts to reenact Christ in the play and he is 
actually killed sacrificing himself so as to save people. As a Christ figure he evokes 
Sikelianos‟ Ο Υξηζηόο ζηε Ρώκε, a play which also develops the theme of the 
perpetual character of Christ‟s crucifixion. Apart from the repetitive nature of the 
Christian myth, it is also history that has a repetitive dimension. The events of the 
novel are linked with events of previous periods of the Greek history through folk 
songs. Folk songs that revolve around the fall of Constantinople, are linked with the 
events of the novel that depict the misfortunes of Greek refugees in Anatolia. When 
the characters believe that they will have a different fate, the narrator presents their 
words and actions through a lens of irony which introduces a contradictory 
perspective. 
In Lykovrisi the characters seem to be collectively influenced by the roles that 
they play in the performance of the passion of Christ. Manolios stands for Christ, 
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Katerina represents Magdalene and Panagiotaros plays Judas while the elders stand 
for the Pharisees. Therefore, what the protagonists are seeking is not to shape their 
own unique identity but to imitate the figures of the roles that they represent. On a 
“conscious” level they attempt to reenact figures of the Christian myth, while at the 
same time without realising it they reproduce material from earlier works. This 
“conscious” and “unconscious” reproduction suggests a double level of linking with 
previous figures and works underscoring the notion of recurrence in the theme as well 















4. Quotations and narrative allusions in O Kapetan Michalis 
 
Ο Καπεηάλ Μηράιεο is characterised by a dense and rich network of intertexts 
that are detected in an increasing frequency. The words of the novel‟s characters, who 
are of an exceptionally large number in this novel, include quotations, namely 
repetitions of fragments from the textual material of anterior works.
440
 Usually the 
quotations are explicit and they are indicated with quotation marks or visually in the 
form of italics. In parallel, the depiction of the characters‟ words, thoughts, and 
actions by the narrator contains allusions to previous literature. The allusions 
formulate an implicit, subtle interaction with other texts. 
This chapter examines the presence and function of quotations and allusions in 
Ο Καπεηάλ Μηράιεο. The chapter is divided into two sections. First, the quotations 
that the characters say are explored examining the cases when the quotations are made 
and also the compatibility of the quotations with the cultural background of the 
characters who express them. The second section examines the narrative allusions. 
The markers that indicate the intertextual relationship are investigated such as key 
words, and parallels in the content, style and structure. This section comprises close 
readings that examine the allusions of the novel to previous works focusing on the 
characters of Thrasaki, Polyxingis and kapetan Michalis. In this way, the multifaceted 
intertextual nexus of Ο Καπεηάλ Μηράιεο will be examined. 
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4.1. CHARACTERS‟ QUOTATIONS 
The action of Ο Καπεηάλ Μηράιεο is set in Megalo Kastro, the modern 
Heraklion, and the narrative time is the year 1889. The novel recounts the events that 
escalated to that year‟s unsuccessful Cretan revolt against the Muslim Turks. In the 
narration literature is combined with history and also fiction is merged with 
autobiographical material.
441
 Before the production of the novel there had been a 
tradition of narrations revolving around events from the history of Crete.
442
 Heroic 
deeds and violent deaths during the revolutions had been recounted in the Cretan 
ξηδίηηθα and more particularly, in the heroic folk poetry of Crete. Moreover, before the 
production of Ο Καπεηάλ Μηράιεο there was fiction pertaining to the Cretan history as 
for instance Spyridon Zabelios‟ Κξεηηθνί Γάκνη and also Prevelakis‟ Παληέξκε Κξήηε 
and Ο Κξεηηθόο. 
In Ο Καπεηάλ Μηράιεο in most cases, the characters draw material from the 
folk cultural tradition in the quotations that they make. When the characters quote 
verses from folk songs they are usually connected thematically with the scene in 
which they are found. For example, Tityros, the brother of kapetan Michalis, is a 
character who is a man of letters and during the unfolding of the plot he gradually 
develops into a man of action.
443
 The crucial turning point for his transformation is 
when he kills Diamandis, the brother of his wife, after which he gradually acquires 
confidence. Before that turning point there are traces that manifest his ardent spirit. 
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When he delivers a speech in the cathedral of Hagios Minas on 29 May for the 
commemoration of the fall of Constantinople, he quotes a line from the folk song of 
Hagia Sophia. Tityros‟ speech causes the unanimous participation of the audience: 
Ο θαπεηάλ Μηράιεο ζθνχγγημε ηα κάηηα ηνπ, μαθληθά είραλ ζακπψζεη. Κνίηαδε ηνλ 
αδεξθφ ηνπ˙ πνχ ηε βξήθε ηφζε θιφγα ν Σίηπξνο; Πσο ρσξνχζαλ ηα γπαιάθηα απηά 
θαη ηα παληεινλάθηα θη ε θακπνπξίηζα ηφζε ςπρή; Κη φηαλ ζηξάθεθε ν Σίηπξνο ζην 
θφληζκα ηεο Παλαγηάο ζην ηέκπιν θη άπισζε ηα ρέξηα θαη ηεο θψλαμε: «Μελ θιαηο, 
άγηα Γέζπνηλα, κελ θιαηο, πάιη κε ρξφληα κε θαηξνχο, πάιη δηθή καο ζα ‟λαη!» ν 
Μεηξνπνιίηεο άλνημε ηηο αγθάιεο θη έπεζε κέζα ν Σίηπξνο θη έθιαηγαλ θη νη δπν 
ηνπο, ζκάξηαζε γχξα ηνπο ν ιαφο θη άξρηζε θη απηφο ην ζξήλν.444 
This passage contains a rare occasion where kapetan Michalis discerns an 
inflamed spirit in Tityros while listening to his words despite the fact that he is a man 
of action who denounces words. In chapter 3 we observed that the incorporation of 
the same folk song into Ο Υξηζηόο Ξαλαζηαπξώλεηαη stresses the people‟s state of 
suffering and shows their hopes for liberation from the Turks while the narrator has an 
ironic distance from the views of the characters who do not know that the Asia Minor 
catastrophe is approaching. Here, the quotation from the folk song “Σεο Αγηά ΢νθηάο” 
is compatible with the scenery in the church of Hagios Minas and the occasion of the 
commemoration of the fall of Constantinople. It reflects the compatibility of folk 
poetry with the events that the people are experiencing and it does not suggest an 
ironic distancing between the narrator and the characters. 
A characteristic in the quotations that are present in Ο Καπεηάλ Μηράιεο is that 
they are usually expressed in terms of song. Tityros refers to poems as songs when he 
talks to his students: “[…] λα κάζεηε λα κνπ πείηε απφμσ ηα ηξία ηξαγνπδάθηα: “΢ε 
γλσξίδσ απφ ηελ θφςε…”, “Δηο ην βνπλφ ςειά εθεί…” θαη ην “Χ ιηγπξφλ θαη 
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θνπηεξφλ ζπαζί κνπ!”.445 Moreover, the characters are described as singing lines from 
poems and folk songs. Thrasaki and his friends quote poems that they have learnt as 
they sing them: “[…] θηλνχζαλ φινη λα ςέιλνπλ θαη λα ηξαγνπδνχλ φ,ηη ηνπο 
θαηέβαηλε, αλάθαηα, ν έλαο ακαλέ θη ν άιινο καληηλάδεο ή ην Υξηζηφο αλέζηε ή ηα 
ηξαγνχδηα πνπ ηνπο κάζαηλαλ ζην ζθνιεηφ: «Δηο ην βνπλφ ςειά εθεί –είλαη εθθιεζηά 
εξεκηθή…» Ξεζήθσλαλ ην ζπίηη κε ηηο θσλέο, έκπαηλε ζην ρνξφ θη ν γάηδαξνο, 
άξρηδε θη απηφο λα γθαξίδεη”.446 Barbagiannis causes the amusement of the Turkish 
pasha when he sings lines despite the provoking character of their content regarding 
the Turks: “[…] θη άμαθλα έζπξε κηα θσλή ζηξηγθηά θη άξρηζε λα ηξαγνπδάεη: «Χ 
ιηγπξφλ θαη θνπηεξφλ ζπαζί κνπ… εζείο ηνλ Σνχξθνλ ζθάμαηε…». Υξηζηηαλνί θαη 
Σνχξθνη ηα ‟ραζαλ, δελ θάηεραλ ηη λα θάκνπλ, πψο λα θεξζνχλ, θνίηαδαλ ηνλ παζά 
λα πάξνπλ απ‟ απηφλ αμακάξη”.447 
On another occasion, while the neighbours of kapetan Michalis talk, Katinitsa 
quotes a line from Kornaros‟ Δξσηόθξηηνο. It is specified by the narrator that she is 
singing it: “-Σα ‟καζεο, Αξεηνχζα κνπ, ηα ζιηβεξά καληάηα; άξρηζε ηξαγνπδηζηά ε 
Καηηλίηζα”.448 The quotation is a variation of line III 1355: “Λέεη ηεο ν Ρσηφθξηηνο, 
Ήθνπζεο ηα καληάηα,”449 with which Rotokritos begins his monologue to Aretousa 
when the king banished him from Athens so as to prevent her from marrying 
Rotokritos. This line is the beginning of a popular fragment that is regularly 
performed.
450
 Fragment III 1355-1400 which is the “Farewell” and fragment V 883-
958 which is the “Tale” that Rotokritos says to Aretousa in order to test her fidelity 
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are the most regularly performed segments from Δξσηόθξηηνο. Here the quotation 
shows the widespread appearance of Δξσηόθξηηνο as a song in Cretan life.451 
The setting of poetry to music has the effect of its wide spreading among 
people. The patriotic verses of Rigas Velestinlis are quoted by Trialonis. Rigas had 
written revolutionary songs and was executed by the Turks. Trialonis makes a 
quotation from the famous beginning of Rigas‟ Θνύξηνο and the narrator explains how 
this character became acquainted with this kind of poetry. He is a character whose 
source of courage in the battle is believed to be the sacred wood that he carries with 
him.
452
 Trialonis quotes Rigas‟ lines in support of his view that the Cretans should 
proceed to a revolt against the Turks: 
-«Καιχηεξα κηαο ψξαο ειεχηεξε δσή –παξά ζαξάληα ρξφληα ζθιαβηά θαη θπιαθή!» 
πέηαμε ην ιφγν ηνπ θη ν θαπεηάλ Σξηαιψλεο απφ ηε Γεξάπεηξα.  
Ήηαλ έλα αγξηνκνχζηαθν ρακαληξάθη πνπ ‟ρε μεζθνιίζεη θαη θαινχηζηθα γξάκκαηα, 
είρε θηάζεη σο ην Ορησήρη θαη θάηερε μεζηήζνπ ην Ρήγα Φεξαίν θαη ηε θπιιάδα ηνπ 
Αγαζάγγεινπ˙ θαη ζηελ αληξηγηά δελ είρε ην ηαίξη ηνπ. Άιινη έιεγαλ πσο ρηκνχζε κε 
ηφζελ απνθνηηά θαη ζη‟ αζθέξηα ηεο Σνπξθηάο, γηαηί ‟ηαλ γηνο θαιηθάληδαξνπ θαη δελ 
ηνλ έπηαλε ε κπάια˙ δε θνβφηαλ ζάλαην, γηαηί θξαηνχζε ηίκην μχιν˙ κα κεξηθνί 
ςπραλεκίδνπληαλ πσο ην ηίκην μχιν ήηαλ ε θαξδηά ηνπ. 
Ο γεξν-Κακπαλάξνο θνχλεζε ηε γεκάηε γλψζε θεθάια ηνπ: 
                                                          
451
 A literary account of performances of fragments from Δξσηόθξηηνο at the end of the 19th 
century in Crete and its presence as a reading interest of people is found in Kondylakis‟ Ζ 
πξώηε αγάπε where the narrator refers especially to the part of Rotokritos‟ farewell to 
Aretousa: “Σνλ «Δξσηφθξηην» γλψξηδα έσο ηφηε απφ ηηο ρεηκσληάηηθεο απνζπεξίδεο, φπνπ 
ηνλ δηάβαδαλ κε κηα ηξαγνπδηζηή απαγγειία. Σνλ γλψξηδα θη απφ ηα κέξε πνπ ηξαγνπδνχζαλ 
ζην ρνξφ. Αιιά κφλνλ ηφηε κνχηπρε ην βηβιίν θαη ην δηάβαζα νιφθιεξν. Καη ηφζν βξήθα ηνλ 
πφλν κνπ ζηνπο ζηίρνπο ηνπ απνραηξεηηζκνχ, ψζηε έθιαηγα ελψ ηνπο δηάβαδα. Μνχξζε 
κάιηζηα θαη ηδέα λα θάκσ θη εγψ έλα παξφκνην πνίεκα θαη λα πεξηγξάςσ ηα εξσηηθά κνπ 
βάζαλα. Αιι‟ ε ζηηρνπξγηθή κνπ επηρείξεζε δελ πήγε πνιχ καθξηά. Σελ αθήθα γξήγσξα”. 
Kondylakis 1993: 301. 
452
 The presentation of the sacred wood as a source of power for a warrior is also found in 
Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά in a story that Zorbas recounts to the narrator 
(Kazantzakis 2010a: 254-255). Philippides argues that Zorbas‟ story is connected with 
Karkavitsas‟ short story “Ο Καπεηάλ Βέξγαο” where kapetan Vergas is killed after he offers 
the sacred wood to his beloved. See Philippides 1997: 217-218. 
142 
 
-Σν κπνπδνχθη ηνπ Ρήγα Φεξαίνπ, κνπξκνχξηζε, ζα καο θάεη!453 
Kabanaros, who believes that the Cretans should not yet conduct a battle 
against the Turks, opposes to the effect of Rigas‟ words on people through a comment 
on their musicality (ην κπνπδνύθη ηνπ Ρήγα Φεξαίνπ). 
Another category of folk cultural material that is contained in quotations in the 
novel is καληηλάδεο. They are also being sung by the characters and their singing is 
accompanied by the melody of ιύξα. For instance, at the night following 
Manousakas‟ death his friends are singing a καληηλάδα for the widow while they later 
convert their songs to Christian hymns: 
Κη άξρηζε, θάλνληαο πσο παίδεη ην δνμάξη ζηνλ αέξα, λα ζηγνηξαγνπδάεη: 
-Όια ηα μαιεζκόλεζεο, κα κηαο απγήο ζπκήζνπ… 
Κη νη άιινη δπν πήξαλ ην ηζάθηζκα –άηληεο, άηληεο, κα κηαο απγήο ζπκήζνπ! 
-…όληαο ζε θίινπλ θη έιεγεο, λύρηα ’λαη θαη θνηκήζνπ!454 
During the final moments of Siphakas the teacher also plays ιύξα and sings a 
καληηλάδα speculating on the passage of time: 
[…] έπαηδε ηε ιχξα θη φιν θαη ηξαγνπδνχζε ηελ ίδηα πάληα καληηλάδα θη είραλ 
βνπξθψζεη ηα κάηηα ηνπ: 
-΢ηνπο θνξδαιινύο ηα ζθόξπηζα ηα κπαξνπηόζθαγά κνπ, 
ηώξα ζσξώ ζε, πέξδηθα, θαη θαίγεηαη ε θαξδηά κνπ!455 
Siphakas, who is searching for the meaning of life in his discussion with the 
four captains before passing away, will die with the melody of ιύξα. Afterwards, 
Kosmas prepares to leave in order to join the battle of the Cretans against the Turks 
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on mount Selena and Stavroulios sings a well-known Cretan folk song which 
expresses the longing of the warrior to fight:  
-Θα ηξαγνπδήζσ έλα θιέθηηθν, κε ηελ άδεηά ζνπ, γέξνληα! Καη πξηλ πάξεη απεινγηά, 
ζήθσζε ν ΢ηαπξνπιηφο ην ιαηκφ, ζείζηεθε ην ζπίηη: 
-Πόηε ζα θάκεη μαζηεξηά, πόηε ζα θιεβαξίζεη, 
σρνύ! πόηε ζα θιεβαξίζεη, 
λα πάξσ ην ηνπθέθη κνπ…456 
The theme of the folk song that Stavroulios sings fits the occasion as Kosmas 
gets prepared to ascend to the mountain and fight against the Turks. What is more, the 
continuation of the folk song which is not included in the novel also appears to be 
relevant to the development of Kosmas‟ story. The next lines of the folk song, which 
are not quoted in the novel, contain the following lines: 
Καη λ‟ αλεβψ ‟ο ηνλ Οκαιφ, ‟ο ηε ζηξάηα ησ Μνπζνχξσ, 
Να θάκσ κάλαηο δίρσο γηνπο, γπλαίθεο δίρσο άληξεο. (3-4)457 
Kosmas ascends the mountain and participates in the battle against the Turks 
where he dies while his wife, Noemi, delivered a still-born baby boy. From this 
perspective, the folk song seems to encapsulate and foretell the progress of the events 
that concern Kosmas. Poetry in terms of songs and music are presented to be an 
integral part of people‟s life and death. Oral folk poetry emerges as an active 
constituent of the social and cultural life. Through the quotations from the folk 
tradition the characters express themselves while being in connection with the 
community. 
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It should also be noted that the characters‟ words and actions correspond to 
notions and customs that permeate the cultural tradition, even when they do not make 
explicit quotations from earlier literary works or folk songs. For instance, Ventouzos 
who has decided to participate in the Cretan revolt spends a night at the house of 
Giorgaros.
458
 Giorgaros does not reveal to Ventouzos that his son was killed on that 
day and he offers him philoxenia. It is only on the next day after he leaves Giorgaros‟ 
house that Ventouzos learns from an old man about the death of his best man‟s son. 
This stance is expressed in folk songs:  
Μάλα, θη‟ αλ έξζνπλ θίινη καο θη‟ αλ έξζνπλ νη γη εδηθνί καο 
κελ ηψλε ‟πεο πσο ‟πφζαλα, λα ηζνη βαξνθαξδίζεο 
ζηξψζε ησλ ηάβια λα γεπηνχλ θαη θιίλε λα πιαγηάζνπ 
ζηξψζε ηνπο παξαπέδνπια λα ζέζνπλ η‟ άξκαηάλ ησ 
θαη ην πξσί ζα ζεθσζνχλ θαη ζ‟ απνραηξεηνχλε 
‟πέηνλε πσο απφζαλα.459 
The concealing of death and the offering of philoxenia that are expressed in 
the Cretan folk song correspond to the conditions under which Ventouzos is offered 
philoxenia in Kazantzakis‟ novel.460 
The suicide of Nouri Bey was succeeded by a massacre of the Christians by 
the Turks in revenge of his death. During the attack, the daughter of kapetan Michalis, 
Rinio, is warned that in order to prevent her torture by the Turks in case that they 
invade their house, kapetan Michalis will kill them. She answers that a person dies 
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once and that she wants to die without shame: “Μηα θνξά ζα πεζάλνπκε, κάλα˙ αο 
πεζάλνπκε αληξφπηαζηεο”.461 Her words convey an attitude that has been expressed in 
Cretan heroic folk poetry. In the folk song that celebrates the life and death of Chatzi 
Michalis Giannaris he is warned by Cretans that they will also lose their life if the 
Turks capture him. Chatzi Michalis, however, says that a person dies once and he 
does not want to live in shame: 
-Μηα βνιά εγελλήζεθα, κηα βνιά ζ‟ απνζάλσ, 
Καη κηα ζα ηνλ απαξλεζψ ηνλ θφζκν ηνλ απάλσ. 
Καιιηά λα κε ζθνηψζνπλε, θαιιηά ‟ρσ λ‟ απνζάλσ, 
Παξά λα πάξσ ηε ληξνπή ‟ο ηνλ θφζκν ηνλ απάλσ. 
Κη αο κε ζθνηψζε ν παζάο θφβγεη ηελ θεθαιή κνπ. (57-61)462 
Rinio‟s mother, Katerina, has fought in her youth during the Cretan revolution 
of 1866.
463
 The theme of the contribution of a girl to the 1866 revolt in Arkadi is 
recounted in Galateia Kazantzaki‟s novella Μηα κηθξή εξσίδα where Lenio was 
among the dead at the monastery. In Ο Καπεηάλ Μηράιεο Katerina is not killed but her 
heroic activity becomes an element of the past after she marries kapetan Michalis 
 
4.2. NARRATIVE ALLUSIONS 
Kosmas Politis’ Eroica meets “Ο Καπεηάλ Μηράιεο” 
The young generation of the Cretan hero is exemplified in the character of 
Thrasaki. The narration presents Thrasaki resembling kapetan Michalis in his 
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appearance and also in his attitude and actions. He is described as a young Cretan 
hero who is the descendant of great warriors and the hopes are bestowed on him for 
the liberation of Crete. The development of his story constitutes an embedded 
Bildungsroman in the novel on the grounds that it depicts his gradual passage from 
childhood towards adulthood as he comes in contact with Cretan history and his role 
in it, as he meets Pervola, and as he witnesses the death of Siphakas. 
The impact of history from the viewpoint of the young generation was 
explored in the Bildungsroman by Giorgos Theotokas entitled Λεσλήο (1940) where 
the writer draws upon his experiences when he was growing up in Constantinople. In 
the novel Leonis and his friends play games of war until they actually experience the 
effects of the real war that was raging, the First World War. The Bildungsroman by 
Prevelakis Σν Γέληξν (1948), the first volume of the trilogy Ο Κξεηηθόο, which was 
dedicated to Kazantzakis, presents the story of the young hero, Kostandis, who is 
growing up during the Cretan rebellions. The second volume of Prevelakis‟ trilogy, Ζ 
Πξώηε Λεπηεξηά, depicts the struggles of the Cretans in the period of 1895 to 1899 
which led to Cretan autonomy. Ο Καπεηάλ Μηράιεο includes both the depiction of the 
young Cretans who grow up amid the uprisings through the character of Thrasaki and 
also the involvement of the mature Cretans in the struggles towards liberty through 
the character of kapetan Michalis. In this way Kazantzakis‟ novel seems to combine 
the themes developed in the first two volumes of Prevelakis‟ Ο Κξεηηθόο. 
The narration revolving around the games of Thrasaki and his gradual 
development alludes to another Bildungsroman, Kosmas Politis‟ Eroica (1937). 
Kosmas Politis‟ novel seems to draw from the author‟s memories as he was growing 
up in Smyrna although the place that is constructed in the novel is fictional and cannot 
be identified with a specific city. Eroica covers a period of few weeks narrating the 
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story about teenagers who play heroic games. During these games one of the 
teenagers, Andreas, is injured and afterwards dies. At the same time when Andreas is 
wounded, Loizos, who plays the leader in the group of boys, and Alekos meet 
Monica. The boys experience love and death during the heroic games that they play. 
At the end of the novel, Alekos who has been in love with Monica, finds her in the 
garden and has an erotic encounter with her before being killed by her brother, 
Gaetano, who shoots him accidentally mistaking him for a cat. 
In Ο Καπεηάλ Μηράιεο the episode of the meeting of Thrasaki and his friends 
in the garden with Pervola alludes to the scene depicting Alekos and Monica in the 
garden at the end of Eroica. Pervola is the daughter of Signior Paraskevas who comes 
from Syros. He is presented as a foreigner being unable to fit into the Cretan society. 
In Eroica, Monica is the daughter of the Italian consul and she is also unable to be 
incorporated into the Greek community. In Ο Καπεηάλ Μηράιεο Pervola is thrown 
down on the grass by Thrasaki and his friends (“μαπισκέλε ζηα ρφξηα, κε 
κεζφθιεηζηα παηρληδηζηά κάηηα, ηνπο θνίηαδε θαη πεξίκελε”)464 just like the end of 
Eroica where Alekos sees Monica in the garden and says to her “Ση λα ζνπ θάλσ 
ηψξα… ηη λα ζνπ θάλσ ηψξα…” as they lie down on the grass “θπιηζηήθαλε πάλσ 
ζηνπο κελεμέδεο”.465 Moreover, Nikolas is asking a direct question that repeats words 
from Alekos‟ questions to Monica in Eroica. Nicolas namely asks: “–Ση λα ηελ 
θάλνπκε ηψξα; ξψηεζε ν Νηθφιαο, πνπ πεξηεξγάδνπληαλ απφ πάλσ σο θάησ ηελ 
μαπισκέλε Πεξβφια θαη δελ ήμεξε ηη απφθαζε λα πάξεη”.466 In Ο Καπεηάλ Μηράιεο 
Pervola sees a cat on the wall: “είρε γπξίζεη απφ ηελ άιιε κεξηά ην πξφζσπν θαη 
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θνίηαδε δπν γάηνπο ζηνλ αληηθξηλφ ηνίρν πνπ εξσηνπάιεπαλ θη νχξιηαδαλ”,467 just as 
in the garden in Eroica a cat appears. Alekos is killed when Gaetano tries to shoot the 
cat that he sees on the wall: “ν γάηνο ραξραιεχεη ζην καληξφηνηρν”.468 
In Kazantzakis‟ novel the attack of Thrasaki and his friends against Pervola 
stops due to the intervention of Paraskevas. The name of this character links 
Kazantzakis‟ novel with that of Politis even more on the grounds that Paraskevas is 
the name of the narrator in Eroica who also participates as a character in the story. In 
Ο Καπεηάλ Μηράιεο Paraskevas is woken up by the voices and appears at the door of 
the house shouting: “-Παιηφπαηδα! […] Κνηκφηαλ ινηπφλ ζήκεξα βαζηά ν ΢πξηαλφο, 
λα δπλακψζεη. Κη άμαθλα κέζα ζηνλ χπλν ηνπ άθνπζε ηηο θσλέο ηεο ζπγαηέξαο ηνπ” 
and shouts again “Παιηφπαηδα! θψλαμε ρνληξαίλνληαο φζν κπνξνχζε ηε θσλή 
ηνπ”.469 Paraskevas‟ waking up, the reference to his voice and the word παιηόπαηδα 
that he utters allude to the opening of Eroica. In the first scene of Eroica a woman is 
woken up by the boys and calls them with the word παιεόπαηδα, the same word that 
Paraskevas uses in Ο Καπεηάλ Μηράιεο. The opening scene of Eroica is namely the 
following: “Σν πνδνβνιεηφ θη νη ζθιεξηέο θηάζαλ ζην θαηαθφξπθν –κεζεκεξηάηηθν, 
ηελ ψξα πνπ ν θφζκνο ζέιεη λα εζπράζεη κεηά ην θαγεηφ. Μηα γπλαίθα έβαιε ηε 
θσλή απ‟ ην θαηψθιη ηεο θαγθειφπνξηαο: -Δ! δελ πάηε λα παίμεηε θαη παξαθάησ! 
Παιεφπαηδα!”.470 Then, one of the boys realises that the woman knows his father and 
they decide to leave. In Ο Καπεηάλ Μηράιεο Paraskevas realises that he knows 
Thrasaki‟s father, kapetan Michalis, and starts panicking as Paraskevas is afraid of 
him. Thrasaki who appears to be the leader of the boys gives the signal for their 
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departure as he says “Οκπξφο, παηδηά! είπε ην Θξαζάθη θαη ζθχξημε”471 in the same 
manner that Loizos, the leader of the boys in Eroica, asks them to leave: “Δκπξφο, 
καξο! δηάηαμε ν αξρεγφο”.472 
The episode involving Thrasaki, Pervola and Paraskevas in the garden in Ο 
Καπεηάλ Μηράιεο contains allusions to Eroica combining its ending and its beginning. 
Repetition of phrases (ηη λα ηελ θάλνπκε ηώξα;), key words (παιεόπαηδα), the scenery 
of the garden, the appearance of the cat, and also the name of Paraskevas allude to 
Eroica. In Ο Καπεηάλ Μηράιεο the name of the place in which the boys see the girl is 
called Pervola and they also call her Pervola although that is not her real name (“ε 
Πεξβφια ήηαλ έλαο απέξαληνο ξεκαγκέλνο θήπνο ζηελ άθξα ηνπ Μεγάινπ Κάζηξνπ, 
γεκάηνο θξαγθνζπθηέο θαη ηζνπθλίδεο”).473 Pano Perivolia is the name of the deserted 
district in the first scene of Eroica where Pakakokaki‟s house is found (“Σν ςειφ 
εθείλν ζπίηη κε ηα επξσπατθά θεξακίδηα ήηαλ ην ηειεπηαίν κεηά ην ζπίηη ηνπ γηαηξνχ 
ζην εξεκηθφ εηνχην κέξνο, ηα Πάλσ Πεξηβφιηα”).474 In Kazantzakis‟ novel the name 
Pervola and the presence of the girl in the meadow evoke the name of the district 
Pano Perivolia in Eroica. Whereas Thrasaki mistreated the daughter of Paraskevas in 
the meadow he will later try to save Paraskevas who is being attacked by the Turks by 
calling his father, kapetan Michalis, to help him. Kapetan Michalis hesitates to rescue 
Paraskevas from the Turks but does so because he did not want to show cowardice in 
front of Thrasaki. 
Another episode that includes the games of Thrasaki and his friends is the 
burning of the Jews‟ houses. This scene alludes to the burning of Papakokaki‟s house 
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by Alekos in Eroica (pages 187-190). The boys have an enduring feud with the 
students of the Catholic school and especially with Papakokaki who attends this 
school although he is a Greek. The two novels share common imagery in the 
depiction of the fire scene and also verbal parallels. In Kazantzakis‟ novel Thrasaki is 
heading to the Jewish quarter while the streets are deserted since people are either 
asleep or away to the church (“Σα ζπίηηα ήηαλ θαηαζθφηεηλα, έξεκνη νη δξφκνη”),475 
just as in Eroica everything seems to be deserted before the burning of the house 
(“Έκνηαδε κε πνιηηεία έξεκε”).476 When the fire breaks out, Thrasaki can see the 
variety of colours that the smoke is acquiring (“Οινκεκηάο νη θιφγεο, θφθθηλεο, 
γαιαδσπέο, αλέβεθαλ θη έγιεηςαλ απαιά ηα δπν ζαξαθνθαγσκέλα ζπξφθπιια”)477 
like the colours that the wall takes when it is set on fire in Eroica (“Μπξνζηά ηνπ ν 
καληξφηνηρνο γηλφηαλ ηψξα θεγγεξφο, ζαλ θίηξηλνο, ζαλ θφθθηλνο, πφηε γαιάδηνο θαη 
πνξηνθαιήο”).478 
Thrasaki observes his friends‟ inability to light the fire and he expresses his 
indignation by calling them θνπηεληέδεο (“-Σνλ θαθφ ζαο ηνλ θαηξφ, θνπηεληέδεο! 
Μήηε θσηηά, κσξέ, δελ είζηε άμηνη λα βάιεηε”).479 Similarly, in Eroica Alekos after 
realising his friends‟ mistakes during the burning of the house, calls them twice 
θνπηνί: “ε αληιία (ηη θνπηνί λα ηελ αθήζνπλ, ηη θνπηνί!)”.480 The word θνπηνί is 
echoed in the word that Thrasaki says (θνπηεληέδεο). Finally, Thrasaki‟s friends run 
away when the fire breaks out leaving him alone (“Έβαιαλ ηα πφδηα ηνπο ζηνλ ψκν νη 
πηηζηξίθνη, ράζεθαλ κέζα ζηα λπρηνζφθαθα ζθψληαο ζηα γέιηα”),481 just like Alekos‟ 
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friends hurry off when the fire starts (“φπνπ θχγεη-θχγεη ηα παηδηά -εγθαηαιείςαλε 
θαη ηελ αληιία!”).482 
Unlike Papakokaki‟s house in Eroica, the houses of the Jews that are burnt by 
Thrasaki and his friends present a poor image and have been built by humble 
materials: “Υακφζπηηα, θησρφζπηηα, άιια απφ ρψκα θαη μεξνιίζη, άιια απφ 
γαδνηελεθέδεο. Μνλάρα ηνπ ραράκε ην ζπίηη ήηαλ ιίγν πην κεγάιν, κε παξάζπξν ζην 
δξφκν θη έλα κηθξφ μχιηλν κπαιθνλάθη”.483 The material of γθαδνηελεθέο from which 
the houses are made is a characteristic one in Eroica. This is the material from which 
the boys‟ helmets are made. Their helmets, like the Jews‟ houses, are all the same 
apart from that of the leader: “Μεξηθνί βγάιαλε ηηο πεξηθεθαιαίεο λ‟ αλαζάλνπλ. 
Δθηφο απφ ηνπ αξρεγνχ, ησλ αιισλψλ είλαη απφ θνηλφ γθαδνηελεθέ, θηηαγκέλεο φκσο 
ηερληθά, έηζη πνπ λάξρεηαη ζηε κέζε, θαηαθνχηεια, ην άζηξν ηεο κάξθαο ηνπ 
πεηξφιαδνπ”.484 The helmets that the boys wear in Eroica are for them a symbol of 
heroism.
485
 It is an important constituent of their heroic games. At the same time, the 
helmet is a part of the boys‟ disguise. When Alekos goes to the masked ball of 
Montecuculi he wears a helmet and a costume.
486
 He will wear this costume again 
long after the carnival: “ν Αιέθνο έθηαζε πξψηνο-πξψηνο ζην καγαδί ηνπ κπάξκπα 
Λνχθε. Φνξνχζε ηε ζηνιή κε ηα γαιφληα, φπσο είρε κείλεη απφ ηηο απφθξεεο”.487 
In Ο Καπεηάλ Μηράιεο the helmet and the disguise are present during the 
boys‟ games as they put on various costumes. Nikolas, like Alekos in Eroica, wears a 
helmet and has a costume which he had kept since the carnival: “ν Νηθφιαο, πνπ ήηαλ 
                                                          
482
 K. Politis 1982: 190. 
483
 Kazantzakis 2010b: 188. 
484
 K. Politis 1982: 3. 
485
 See Mackridge 1982: κ΄-κβ΄.  
486
 K. Politis 1982: 41. 
487
 K. Politis 1982: 187. 
152 
 
ν πην ζενξαηηθφο, έβαδε κηαλ πεξηθεθαιαία ράξηηλε θαη κηα κνπηζνχλα πνπ ‟ραλ 
θπιάμεη απφ ηηο Απνθξηέο, αλέβαηλε θαη θνξδψλνπληαλ ζην ζακάξη ηνπ γατδάξνπ, 
αθίλεηνο”.488 This scene takes place in a stable that the children had converted into a 
church. The stable in which the boys are wearing masks is next to the official church 
of the town. The “carnivalesque” element has been connected with “dialogism” by 
Bakhtin on the grounds that it questions the monologic ideology promoted by official 
institutions such as religion.
489
 This is emphasised in Ο Καπεηάλ Μηράιεο as the boys 
engage in “carnivalesue” actions and disguise when they are in their improvised 
“church”. In there Thrasaki pretends to be a priest, quotes poems that he can 
remember and instead of the Bible he reads Robinson Crusoe: “θαη ην Θξαζάθη, φξζην 
ζηε κέζε ηνπ ζηάβινπ, δηάβαδε ην Ρνβηλζψλα αληίο γηα ην Βαγγέιην”.490 In Eroica 
Paraskevas is explicitly linked with Defoe‟s novel in a wordplay between his name 
and Friday: “-Ση λα μαλάξζσ ηελ Παξαζθεπή;… -Υα-ρα-ρα! Μα είλαη η‟ φλνκά ζνπ! 
Μήπσο δε δηάβαζεο θαη γαιιηθά ην Robinson;”.491 In the nineteenth century Defoe‟s 
novel was a popular book not only for adults but also for children. It saw numerous 




Both Ο Καπεηάλ Μηράιεο and Eroica present affinities with Homer‟s Iliad. In 
Eroica Loizos is, like Achilles, the leader whose comrade Andreas dies, like 
Patroclus. Monica evokes Helen while Pierre is a rival to the boys like Paris.
493
 Ο 
Καπεηάλ Μηράιεο is linked with Homer‟s Iliad through parallels of the Cretan and 
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Turkish camp and that of the Achaeans and Trojans in Homer.
494
 The adult heroes in 
Ο Καπεηάλ Μηράιεο present correspondences with the Iliad. Kapetan Michalis, 
Emine, and Nouri Bay present connections with the Homeric Achilles, Briseis, Helen 
and Hector.
495
 Moreover, it should be added that there is interconnection of Thrasaki 
and his friends with the characters in Politis‟ novel (Loizos, Alekos and Monica) who 
in their turn reflect the Iliadic heroes and through the connections with Eroica the 
children in Kazantzakis‟ novel echo heroic values and motifs that are present in the 
Iliad. For instance, the boys‟ quarrel about leadership in Kazantzakis‟ novel reflects 
the clash of the boys in Eroica about the selection of the leader going back to the 
quarrel between Achilles and Agamemnon in the Iliad which does not only concern 
the possession of two female prisoners but also the issue of leadership in the Achaean 
camp. In Ο Καπεηάλ Μηράιεο the children wear helmets during their games evoking 
the helmet that the children wear in Eroica. The connection of the characters with the 
helmet recalls the association of Achilles with his armor in the Iliad and especially 
with his helmet. 
In this way, a dense intertextual nexus is woven between Ο Καπεηάλ Μηράιεο, 
Eroica and the Iliad. Kosmas Politis in 1937 publishes a modernist novel about a 
grown man who recounts his childhood and the children of his story evoke heroes and 
episodes of the Iliad while the adults of the story in Eroica do not present a heroic 
attitude. In 1949-1950 Kazantzakis recounting his childhood memories as he notes in 
the prologue produces a novel where the adult characters bear affinities with the 
Homeric heroes and at the same time the under-age characters echo Eroica’s children 
who reflect indirectly the Iliadic heroes. 
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The combat of Digenis and Charos 
Siphakas in his final moments before his death refers to the figure of Charos. 
Earlier looking back to Siphakas‟ life the narrator comments that he had fought with 
Charos and that he has won:  
-΋ηαλ ηξψλε νη γηνί κνπ, έιεγε, θνπληέηαη ην ζπίηη˙ «κσξέ, ζεηζκφ θάλεη; ξσηνχλ νη 
μελνκπάηεο˙ φρη, νη γηνη ηνπ ΢ήθαθα ηξψλε». Μα ήξζε ν Υάξνο, ζηάζεθε ζην 
θαηψθιη, είδε κέζα ζηε κεγάιε απιή˙ πεξίζζηα πνιινί ηνπ θάλεθαλ, πεξίζζηα 
παιηθαξάδεο˙ δήηεζε ην κεξηηθφ ηνπ˙ άιινπο ηνπο πήξε αληξίζηηθα ζηνλ πφιεκν, 
ραιάιη ηνπ! άιινπο κπακπέζηθα ζην ζηξψκα, ραξάκη ηνπ! ΋κσο απφκεηλαλ θάκπνζνη 
θαη ηνπ ‟θακαλ αγγφληα θαη δηζέγγνλα, αο είλαη θαιά˙ έλαο ήηαλ, εθαηφ αθήλεη πίζσ 
ηνπ˙ θη απηνί πάιη ζ‟ αθήζνπλ ρίιηνπο, θαη ζα γεκίζεη ε Κξήηε. Πφζνπο ζα θάεη ν 
Υάξνο; πφζνπο ν Σνχξθνο; πάιη ζ‟ απνκείλεη καγηά˙ κπνξεί ην ινηπφλ λα πεζάλεη 
ήζπρνο˙ πάιεςε θη έβαιε θάησ ην Υάξν.496 
The combat of Digenis with Charos is depicted in the folk poetry of the 
Akritic cycle. In chapter 1 we examined Kazantzakis‟ exploration of the figure of 
Digenis Akritis. Moreover, in Kazantzakis‟ Αζθεηηθή the final credo refers to Akritas 
as a God and includes a specific reference to the combat of Akritas with death which 
is located into the human heart: “ΠΗ΢ΣΔΤΧ ΢ΣΖΝ ΚΑΡΓΗΑ ΣΟΤ ΑΝΘΡΧΠΟΤ, ΣΟ 
ΥΧΜΑΣΔΝΗΟ ΑΛΧΝΗ, ΟΠΟΤ ΜΔΡΑ ΚΑΗ ΝΤΥΣΑ ΠΑΛΔΤΔΗ Ο ΑΚΡΗΣΑ΢ ΜΔ 
ΣΟ ΘΑΝΑΣΟ”.497 In Ο Καπεηάλ Μηράιεο the reference to Siphakas‟ fight with 
Charos is linked with the scenery, the vocabulary, and motifs that are found in folk 
songs of the Akritic cycle. More specifically it is associated with the Cretan version 
entitled “Ο Γηγελήο θαη ε κάλλαλ ηνπ”.498 Here the outcome of the symbolic fight 
with Charos changes in the sense that Siphakas is depicted as metaphorically 
defeating Charos through the production of children. 
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Siphakas‟ grandson, Thrasaki, is also involved in a combat, namely against 
Charalabis, whose description alludes to the combat of Digenis and Charos and more 
specifically to the same Cretan version of the folk song. The episode is set at the 
mountain‟s foot: “΢ηε ξίδα ηνπ βνπλνχ ην Θξαζάθη έβαιε ηα δπν ηνπ δάρηπια ζην 
ζηφκα, ζθχξημε”.499 The scenery recalls the Cretan ξηδίηηθα. In the introduction of the 
collection of Ρηδίηηθα Stamatis Apostolakis notes: “Ρηδίηηθα ιέγνληαη ηα δεκνηηθά 
ηξαγνχδηα πνπ δνπλ απφ αηψλεο θαη ηξαγνπδηνχληαη κέρξη ζήκεξα απφ ην ιαφ πνπ δεη 
ζηηο Ρίδεο. Ρίδεο θαη ρσξηά ηεο ξίδαο ιέκε ηα ρσξηά ησλ επαξρηψλ ηνπ λνκνχ Υαλίσλ 
πνπ βξίζθνληαη ζηε ξίδα ησλ Λεπθψλ Οξέσλ, θαη βέβαηα ηα «ςειά ρσξηά» ησλ 
επαξρηψλ ησλ Υαλίσλ”.500 As Thrasaki whistles at the foot of the mountain (ξίδα) the 
connection with the tradition of ξηδίηηθα ηξαγνύδηα is first implied. 
Upon learning the news that the revolt of the adult Cretans against the Turks 
has started, Thrasaki and his friends decide to go to a village occupied by Turks and 
to attack the young Turks. The narration focuses on the setting of the time (είρε πηα 
ρεηκσληάζεη) and then to the children‟s lack of supplies to eat and drink: 
-Πεηλψ! έθακε ην Μαλνιηφ ηνπ Μαζηξαπά θη έπηαζε ηελ θνηιηά ηνπ. 
-Χρνχ! μεράζακε λα πάξνπκε καδί καο δσζξνθέο! 
΢ηάζεθαλ μεράζθσηνη, μαθληθά φινπο ηνπο ζέξηζε ε πείλα. 
-Καη λεξφ! θψλαμε έλαο άιινο˙ δηςψ! Ξεράζακε λα πάξνπκε θαη λεξφ. 
-Να γπξίζνπκε πίζσ λα πάξνπκε! πξφηεηλαλ κεξηθνί θη έγεηξαλ ηα κνχηξα θαηά ην 
ρσξηφ. 
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-Καλέλαο δε ζα γπξίζεη! θψλαμε ην Θξαζάθη. Πφιεκνο είλαη˙ ζα πεηλάζνπκε θαη ζα 
δηςάζνπκε, κα ζα θάλνπκε πσο θάγακε θη ήπηακε θαη δελ έρνπκε αλάγθε. Έηζη 
θάλνπλ ηα παιηθάξηα.501 
The folk song “Ο Γηγελήο θαη ε κάλλαλ ηνπ” begins with a reference to the time: 
Πάληα‟ο ηζε ηξεηο ηνπ Νενκπξηνχ θ‟ εηο ηζ‟ εηθνζηξείο η‟ Απξίιε (1).502 
Then, the description of the festivity where people are urged to proceed to the 
consumption of food and drinking follows: 
Μεδ‟ έηξσγε, κεδ‟ έπηλε, κεδέ θ‟ εραξνθφπα. 
΢θάδεη ηξαθφζηα πξφβαηα θαη πεληαθφζηα γίδηα, 
Δλληά ρσξηά εθάιεζε, ρηιηάδεο παιιεθάξηα˙  
“Σξψηε θαη πίλεηε παηδηά θ‟ έρεηε θαη ηελ έγλνηα, 
Μελ εξζ‟ ν Υάξνο λα καο βξε λα καοε δηαγνπκίζε, 
Να πάξε άληξεο γηα ζπαζί θαη ληνχο γηα ην καραίξη”. (4-9)503 
At this point Charos appears and challenges men to fight. Digenis comes 
forward and announces that he accepts the challenge. Then the combat of Digenis 
against Charos begins: 
Κη‟ φληελ ην ιφγν θ‟ ήιεγε ν Υάξνληαο πξνβαίλεη˙ 
“Πνηνο έρεη κπξάηζα ζίδεξα θαη πφδηα αηζαιέληα,  
Να πάκε λ‟ απαιέςσκε ‟ο ην ζηδεξφλ αιψλη;” 
Κη‟ άιινο θαη δελ ηνπ κίιεζε, δελ ηνπ ‟πε πσο ζα πάε, 
Μ‟ ν Γηγελήο, ηζε ρήξαο γηνο, εβγήθε ο η‟ αληξνθάιην˙ 
“Δγψ ‟ρσ κπξάηζα ζίδεξα θαη πφδηα αηζαιέληα, 
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Να πάκε λ‟ απαιέςσκε ‟ο ην ζηδεξφλ αιψλη.” 
Καη πάλε θη‟ απαιεχγαλε απ‟ ην ηαρχ σο ην βξάδπ. (10-17)504 
In Kazantzakis‟ novel while the boys are planning their attack against the 
Turks, Andrikos suggests the following: “ζ‟ αληξνθαιέζνπκε ηα Σνπξθάθηα, λα 
βγνπλ φμσ, ζη‟ αιψληα, λα παιέςνπκε”.505 Andrikos‟ phrase includes key words that 
repeat words included in the folk song. The word αληξνθαιέζνπκε that he uses echoes 
the word αληξνθάιην of the song. The word αιώληα evokes the word αιώλη in the folk 
song and the word παιέςνπκε corresponds to the song‟s απαιέςσκε. Then Charalabis 
invites Thrasaki to wrestle with him: “-Δζχ, εζχ; άθξηζε ν Υαξαιάκπεο˙ έια λα 
παιέςνπκε!”.506 The connection with the folk song is emphasised by the names of the 
characters that are present in this scene. The word Υάξνο is echoed in the first 
component of the name Υαξαιάκπεο, the character against whom Thrasaki fights, and 
also in the names of two other characters that appear in this episode, namely Υαξίηνο 
and Υαξίδεκνο. Moreover, Αληξίθνο urges the boys to fight saying the word 
αληξνθαιέζνπκε which echoes his name and also the word αληξνθάιην that is 
contained in the folk song. 
In the folk song after a long combat of Digenis against Charos, the latter 
defeats Digenis by trickery: 
Κ‟ νη δπν ζθηρηαπαιεχγαλε θ‟ νη δπν αγθνκαρνχζαλ 
Οη πάηνη θαη νη γχξνηλ ηνπ ηνπ αισληνχ εηξίδαλ. 
Πνιχλ θαηξφ ‟παιεχγαλε θηαλείο ησλ δελ ελίθα, 
Κη‟ ν Υάξνληαο κε κπακπεζηά βνπιήζε λα ληθήζε˙ 
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Βάλεη πφδα ηνπ Γηγελή θαη θάησ ηνλε βάλεη. (22-26)507 
In the novel Thrasaki accepts fighting with Charalabis but asks him to fight 
fairly and he specifically warns him not to employ κπακπεζηέο: “-Έξρνπκαη! έθακε ην 
Θξαζάθη θαη παξάδσζε ηε ιαδαξίλα ζηνλ κπατξαρηάξε˙ άζε θάησ θαη ζπ ην δξεπάλη. 
΋ρη κπακπεζηέο˙ μαξκάησηνο εγψ, μαξκάησηνο θη εζχ˙ ηίκηα πξάκαηα!”.508 In the folk 
song, the κπακπεζηά that Charos does is to trip Digenis up: Βάλεη πόδα ηνπ Γηγελή. 
Charalabis in the novel just like Charos in the folk song trips Thrasaki up (ηνπ ’βαιε 
ηξηθινπνδηά) and the standard-bearer characterises Charalabis‟ act as κπακπεζηά:  
ρχζεθε ν Υαξαιάκπεο, ηνπ ‟βαιε ηξηθινπνδηά, θαη ην Θξαζάθη κπξνζκνχξσζε θαη 
ζα ‟πεθηε αλ δελ πξφθηαηλε λα πηαζηεί απφ έλα βξάρν. 
-Μπακπεζηά! κπακπεζηά! νχξιηαζε ν κπατξαρηάξεο θνπλψληαο καληαζκέλα ηε 
θεζάξα ηνπ παππνχ.509 
Digenis loses the battle after Charos‟ trickery in the folk song. In Kazantzakis‟ 
novel however there is a twist at this point. Thrasaki after Charalabis‟ trickery fights 
back by trickery himself: he grasps a sickle and turns it against Charalabis. It is now 
Thrasaki‟s move that is characterised as κπακπεζηά: 
Πέηαμε ην Θξαζάθη ηε Λαδαξίλα, ζηξάθεθε θη είδε ηνλ Αληξίθν πνπ ηνπ άπισλε ην 
δξεπάλη ηνπ˙ ην άξπαμε, ηζνχγθξηζαλ ηα δπν δξεπάληα απάλσ απφ ηα θεθάιηα ηνπο. 
-Μπακπεζηά! κπακπεζηά! θψλαμαλ ηψξα θη νη θίινη ηνπ Υαξαιάκπε θαη ρχζεθαλ 
απάλσ ζηνλ κπατξαρηάξε.510 
The sickle is an object with which Charos is associated in the tradition. In 
Marinos Tzanes Bounialis‟ Ο Κξεηηθόο Πόιεκνο, which recounts the Cretan war of 
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1645-1669 and was written shortly after the fall of Crete in 1669, there is an image of 
Charos with the sickle depicting the large number of deaths during the Cretan war: 
Απάλσ θάησ έβιεπεο άληξεο απνζακέλνπο 
θ‟ εθείηνπληαλ εδψ θ‟ εθεί, ζηνλ θάκπν μαπισκέλνπο. 
Σνλ Υάξνλ εθνηηάδαλε ζηε κέζε λα πεηάηαη,  
λα θφθηεη Σνχξθνπο θαη Ρσκηνχο, Φξάγθνπο λα κε ιππάηαη˙ 
ςπρέο λα βγάλεη απφ θνξκηά, αίκα πνιχ λα ρχλεη, 
θ‟ ε φξγεηά ηνπ ε θαθή λ‟ άθηεη ζαλ ην θακίλη. 
Δπέηα κε δηρψο θηεξά θ‟ εθξάηεηε ην δξεπάλη, 
έμσ θαη κέζα λα θνιά, θαθφ πνιχ λα θάλεη˙ 
αζηάρηα εζέξηδε μεξά θη άιια μεζηαρηαζκέλα, 
θη άιια ‟θνθηε πιεζφηαηα, κφλν μεθπηξσκέλα˙ 
ηνχηνη ‟ηνλ άληξεο ηνπ ζπαζηνχ θαη γέξνληεο νκάδη, 
λένη, γπλαίθεο θαη παηδηά θαη ηζ‟ έπαηξλε ζηνλ Άδε. (167.17-168.2)511 
The connection of Thrasaki with the tradition and the heroes of the past seems 
to support his claim that he is a hundred or a thousand years old when Charidimos 
asks him his age: 
Ο βνζθφο ηνπο θνίηαδε, ηνπο θακάξσλε θαη γεινχζε: 
-Μσξέ, η‟ αθηιφηηκα, κνπξκνχξηδε, έρνπλ ην ράδη ηνπο! Καιά ην ιέλε πσο ν 
Κξεηηθφο γελληέηαη κε ην ηνπθέθη˙ ζ‟ έλα ηνπ ρέξη θξαηάεη ην ηνπθέθη, ζην άιιν ην 
βπδί ηεο κάλαο ηνπ θαη βπδαίλεη˙ ηψξα θάλνπλ ζχλαμε, λα πάξνπλ απφθαζε, ζα λα 
‟λαη γέξνη πνιεκάξρνη θη έρνπλ λα δψζνπλ απφθξηζε ζην ΢νπιηάλν. 
-Βξε Θξαζάθη, θψλαμε, πφζσλ ρξνλψλ είζαη –δε κνπ ιεο; 
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-Δθαηφ ρξνλψλ, απνθξίζεθε απηφο αγξηεκέλνο. Δθαηφ ρξνλψλ, ρηιηψλ ρξνλψλ –ηη ζε 
λνηάδεη;512 
In the folk song the mother of Digenis is watching his combat against Charos. 
She intends to treat Digenis to wine in case he wins and she also has poison with her 
so as to drink it herself if Digenis loses: 
Κ‟ ε κάλαλ ηνπ ηνπ Γηγελή ζηέθεη ‟ο ηε κηαλ ηνπ κπάληα. 
Σξηψ ινγηψ θξαζί βαζηά, ηξηψ ινγηψ θαξκάθη, 
Κη‟ άλε ληθήζ‟ ν Γηγελήο θξαζί λα ηνλ θεξάζε, 
Πάιη θαη δε λα πηή επηή ληειφγθνο ην θαξκάθη. (18-21)513 
However, she does not drink the wine as Digenis is defeated and she finally drinks the 
poison: 
Κ‟ ε δφιηα ε καλνχιαλ ηνπ ήπηελ ην ην θαξκάθη. (27)514 
In the novel Charidimos watches the fight of Thrasaki with Charalabis and 
explains that he does not carry with him another drink but only wine and treats the 
boys to wine: 
Κη ν βνζθφο έβγαιε ην θιαζθί απφ ηε βνχξηα. 
-Γελ έρσ λεξφ, βξε παηδηά, θαιφ ‟λαη θαη ην θξαζί! ΢ηελ πγεηά ζαο! 
Αλάγεηξε ην ιαηκφ, ήπηε, πέξαζε ην θιαζθί ζην παηδνκάλη˙ θαθάξηζε ην θξαζί, 
άδεηαζε ε θιάζθα.515 
In Cretan versions of the folk songs Charos traps Digenis being unable 
otherwise to defeat him. In this version it is characterised as κπακπεζηά while in other 
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Cretan versions it is characterised as ρσζηά.516 The connection with the folk song 
gives to Thrasaki heroic dimensions and through the twists that are made Thrasaki 
even seems to surpass Digenis. He has ζάξξνο (courage) but also ζξάζνο (audacity) as 
his name suggests. 
 
The earthquake of 1856 and Polyxingis’ meeting with Emine 
A character who is presented as a brave warrior in the novel is Polyxingis. He 
is a different version of the Cretan hero in comparison to kapetan Michalis. Like 
kapetan Michalis he is brave and courageous during war. However, when the battles 
end he is a light-hearted and jovial man. The development of Polyxingis is related to 
the folk and literary tradition of Crete. Polyxingis was a historical person and 
according to the account of Phanourakis he had not been associated with a Muslim.
517
 
In 1889, which is the narrative time of the novel, no earthquake has been recorded 
historically affecting the city.
518
 Σhe earthquake is a device employed in the novel 
which results in the meeting of Polyxingis with Emine. 
Shortly before the earthquake, old women observe signs that had happened 
before in a previous earthquake that they remember: 
Μεξηθέο γξηέο ςπραλεκίζηεθαλ ην θαθφ, βγήθαλ θαη θάζνπληαλ ζηα θαηψθιηα, κα 
δελ άλνηγαλ ην ζηφκα λα μεθαλεξψζνπλ ην ινγηζκφ ηνπο˙ θνβνχληαλ κελ ηηο αθνχζεη 
ε Καζηξηλή Μνίξα […]  
-Θπκάζαη θαη ηελ άιιε θνξά, θχιιν δελ θνπληφηαλ… 
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-Καη δε γξηθάο κηα βνπή θάησ απ‟ ηα πφδηα ζνπ;519 
The old women refer to the earthquake of 29 September 1856. Its 
consequences in Megalo Kastro have been included in folk songs. The state of 
immobility and the deep sound from beneath the earth that they observe are present in 
versions of folk songs about the earthquake: 
Κ‟ ε ζάιαζζ‟ ε αθίλεηε θαη νη γη νρηψ αλέκνη, 
Σξία ιεθηά βνά ε γεο, θαπλφο ‟πνθάησ βγαίλεη. 
Υάλνπληαη ρψξαηο θαη ρσξηά, ζαλ φληε ράλεη‟ άζηξν, 
Μα δελ ππφθεξε θηακηά ζαλ ην Μεγάιν Κάζηξν. (7-10)520 
Then the earthquake occurs. In Kazantzakis‟ novel during the earthquake Roucheni 
shouts “Ακάλ! Γηαξακπή!” and Emine comes out of the house having her face 
uncovered: 
Κη ε Ρνπρέλε, ε ζεφξαηε Αξαπίλα πνπ μεπξφβαηλε ηε ζηηγκή εθείλε απφ ηε γσληά, 
έζπξε θσλή: -Ακάλ, γηαξακπή! […] Άμαθλα ε πξάζηλε δνμαξσηή πφξηα άλνημε θαη 
πεηάρηεθε ζην δξφκν μέζθεπε, μερηέληζηε, μππφιπηε, ζθιεξίδνληαο, ε Δκηλέ 
ραλνχκε, θαη ζσξηάζηεθε θαηακεζίο ηνπ δξφκνπ ιηπφζπκε˙ πίζσ ηεο έηξερε, 
θξαηψληαο ηα θφθθηλα παζνπκάθηα ηεο θπξάο ηεο, ε ρξηζηηαλή Αξαπίλα.521 
The words that Roucheni utters (ακάλ, γηαξακπή) and the image of Muslim women 
rushing out of their houses with their faces unmasked are found in a version of the 
song that recounts the earthquake of 1856: 
Κ‟ νη Σνπξθνπνχιεο παξακπξφο πνπ θάλαλε ραξέκη, 
εηφηεο εβξεζήθαλε γδπκλέο εηο ην κπεληέλη. 
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Φσληάδνπ κπηζηιηκαρί θη ακάλ θαη γηαξακπί κνπ 
θαη κηα ηζ‟ αιιήο ειέγαλε: «Μπαλ είδεο ην παηδί κνπ;» (5-8)522 
At this moment Emine and Polyxingis meet. The first words that Polyxingis 
exchanges with Emine include references to the Christian God. He also asks for a 
divine intervention: “-Αλ ππάξρεη Θεφο, κηα κέξα ζα ζε αγγίμσ, Δκηλέ ραλνχκε, είπε 
πεηζκαησκέλνο, κηα κέξα ζα ζ‟ αγγίμσ, ν θφζκνο λα ραιάζεη! […] -Ο Θεφο ν δηθφο 
κνπ, απνθξίζεθε ν άληξαο, αγαπάεη ηηο Κεξθέδεο, θη είλαη παληνδχλακνο”.523 In the 
folk song the Christian women are advised to ask for divine help: 
Κνθθψλεο Ρσκηνπνχιεο κνπ, απνχ ‟ζηε ζην θαθέζη, 
θσληάμεηε ηζε Παλαγηάο θ‟ έρεη ν ζεφο λα πέςε. (9-10)524 
The folk song includes the image of a divine fire that is being thrown at the centre of 
the city: 
Θενηηθή θσζηά ‟πεζε πάλσ ζην Μετληάλη, 
Οη γεκηηδήδεο ην ‟δαλε πνθάησ ζην ιηκάλη. (13-14)525 
In Kazantzakis‟ novel Polyxingis is found in a state of turmoil after he meets Emine 
and he seeks a fire to throw himself in: “πνπ ‟λαη κηα θσηηά, λα πέζσ κέζα λα 
δξνζεξέςσ;”.526 In the folk song there is also a reference to a man named 
Zographakis who watches the oil flowing to the port: 
Μα ν Εσγξαθάθεο ην ‟ρελε ην ιάδη ζην πηζάξη 
θ‟ εηνηεζάο ην μάλνηγε θ‟ ήθηαλε ζην ιηκάλη. 
Κ‟ ήθιαηγε απηφο ζηε κηα κεξά θ‟ νη δνχινη ληνπ ζηελ άιιε, 
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ην ιάδη εμαλνίγαλε πνπ ‟θηαλε ζην ιηκάλη.  
Σελ ηαρηλή ηελ Κπξηαθή εγίλεθελ εηξήλε 
θαη ηζη λεθξνχο εβάλαλε πέλη‟ εμ‟ νρηψ ζηελ θιίλε. (15-20)527 
In the novel, in a probable wordplay with the name Εσγξαθάθεο, Polyxingis 
watches the places around him in Megalo Kastro up to the sea like being 
δσγξαθηζκέλα: “Κνίηαμε γχξα ηνπ˙ ηα ‟ρε ζαζηίζεη˙ ηα ζνθάθηα άιιαμαλ, ηα κνχηξα 
ησλ αλζξψπσλ άιιαμαλ, ην Μεγάιν Κάζηξν θπκάηηδε θάησ απφ ηα πφδηα ηνπ, ζαλ 
πνιχρξσκν πεξδηθνπάλη πνπ είρε δσγξαθηζκέλα απάλσ ηνπ ζπίηηα θαη κηλαξέδεο θαη 
κπεληέληα θαη ζάιαζζεο”.528 In Ο Καπεηάλ Μηράιεο there are no deaths caused by the 
earthquake whereas in the folk song the dead men are being counted after the 
earthquake and they are eight. The earthquake however in the novel was the cause of 
Polyxingis‟ meeting with Emine whose consequences will eventually prove fatal. 
Their relationship will trigger the jealousy of kapetan Michalis and he will kill her 
before being killed himself along with six other warriors on mount Selena. 
In Ο Καπεηάλ Μηράιεο the priest attributes the cause of the earthquake to 
human blasphemy: “-Ήκαξηνλ, Θε κνπ, κνπξκνχξηδε ν Μεηξνπνιίηεο θαη ηα κάηηα 
ηνπ είραλ γεκίζεη δάθξπα˙ ήκαξηνλ! Δγψ θηαίσ˙ αληί λα κηιήζσ γηα ηα Πάζε ζνπ, 
κίιεζα γηα ηελ Κξήηε”.529 Also there is a description of Polyxingis comparing man 
with God shortly before the earthquake, something which may be perceived as 
blasphemy. Polyxingis was mumbling: “-Μσξέ δελ είλαη θξίκα θη άδηθν, 
κνπξκνχξηδε, λα κε βαζηάεη ρίιηα ρξφληα ε ληφηε ηνπ αλζξψπνπ! Μπαο θαη θνβήζεθε 
ν Θεφο κελ ηνπ πάξνπκε ην ζξφλν, θαη ζηγά ζηγά, κπακπέζηθα, καο μαξκαηψλεη 
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[…]”.530 And the narrator adds: “Αθφκα ν ιφγνο θξέκνπληαλ ζηα ρείιηα ηνπ, θη 
αιάθεξνο ν ηνπξθνκαραιάο θνπλήζεθε, πφξηεο μεραξβαιψζεθαλ […]”.531 In the 
Cretan folk songs about the earthquake of 1856 in Kastro people are in repentance to 
God and they also appear to see a ζενηηθή θσζηά. The natural disaster is more clearly 
attributed to human blasphemy in the poem by Manolis Sklavos Ζ ΢πκθνξά ηεο 
Κξήηεο which recounted the earthquake of 29-30 May 1508 and its consequences in 
the same town, Kastro. The poem was probably written in that year.
532
 Human sins 
are presented as the cause of the earthquake and the poet urges people to ask God for 
forgiveness. The personified Crete speaks observing that the cause of the earthquake 
was blasphemy: 
Σα ηέθλα κνπ κ‟ εράιαζαλ απφ ηελ βιαζηεκηά ηνπο 
θ‟ εράιαζαλ ηα ζπίηηα κνπ νπνχ ‟ζαλ γνληθά ηνπο! (183-184)533 
The poem refers to the disasters that the earthquake caused to the city and to 
the reactions of the people. In Ο Καπεηάλ Μηράιεο the portrayal of the characters as 
they walk in the streets and quarters of Megalo Kastro is linked with a web of works 
whose subject matter is the same city. 
 
Marandis’ “΢ην Κάζηξν” 
As the plot unfolds Polyxingis will form a relationship with Emine. The story 
of the relationship of a Cretan Orthodox man from Heraklion with an Ottoman 
Muslim woman had been developed in Marandis‟ novella ΢ην Κάζηξν. Έλαο 
                                                          
530
 Kazantzakis 2010b: 116. 
531
 Kazantzakis 2010b: 116. 
532
 Van Gemert 1991: 70. 
533
 Sklavos 1955. 
166 
 
απαγνξεπκέλνο έξσηαο (1946). The novella recounts the story of Nikos and Gioulter 
and is set in Megalo Kastro at the beginning of the twentieth century. It presents 
elements of the topography of the city that will also be included in Ο Καπεηάλ 
Μηράιεο such as Treis Kamares, Plateia Strata, Bedenaki and Meidani. In the 
narration of Marandis‟ ΢ην Κάζηξν historical persons of Megalo Kastro appear that 
will also be included in Kazantzakis‟ novel such as Efendina:  
Απηφ ην παλδαηκφλην παξνπζίαδε ηα πξσηλά ην κετληάλη ηνπ Κάζηξνπ, ηελ επνρή 
εθείλε, κε ηα εηεξφθιηηα εκπνξεχκαηά ηνπ θαη ηελ αλαηνιίηηθε ζηινπέηηα ηνπ… Έλα 
πξσί ν Ρεκαληάλ κπέεο θαηεβαίλνληαο ζην κετληάλη ζπλάληεζε έλα ζπλεζηζκέλν 
ζέακα: ηελ Δθεληίλα. Ήηαλ έλαο κηζφηξειινο ζξεζθφιεπηνο ηνχξθνο θνξψληαο 
ηζειεκπίεο πνπ γπξλνχζε φιε κέξα ζηα θέληξα θαη ηνλ πείξαδαλ ηα αιεηφπαηδα.534 
What is more, Marandis‟ novella refers to the activity of Kazantzakis as the 
founding member of the demoticist “Solomos” society of Heraklion. Moustafa, the 
brother of Gioulter, discusses with Nikos about the language question and mentions 
that he is a member of the “Solomos” society: 
-Μσξέ ζα επηθξαηήζνπκε, φ,ηη θη αλ ιέλε! Μα ρξεηάδεηαη αγψλαο. Καη πξέπεη φινη λα 
δνπιέςνκε είπε θη ν Νίθνο. –Δίζαη γξακκέλνο ζην ΢χιινγν; Ρψηεζε ην Μνπζηαθά, ν 
Μίλσαο. –Αθνχο, ιέεη! Απφ ηνπο πξψηνπο! Σελ επνρή απηή κε πξσηνβνπιία ηνπ 
Καδαληδάθε, λένπ ηφηε, ηδξχζεθε ην πξψην θηινινγηθφ ζσκαηείν: «΢χιινγνο ν 
΢νισκφο» κε θχξην ζθνπφ ηε δηάδνζε ηεο δεκνηηθήο θαη έηξεμαλ κε ελζνπζηαζκφ λα 
γξαθηνχλε κέιε ηνπ, φινη νη πξννδεπηηθνί λένη ηνπ Κάζηξνπ.535 
This information suggests that the narrative time of Marandis‟ novella is 1909 
when the society was founded. In chapter 1 we noted that Kazantzakis knew Marandis 
and that in a letter that Kazantzakis had sent to him he referred to his work with 
favourable words. Marandis in 1946 includes a reference to Kazantzakis in his novella 
and then in 1949-1950 Kazantzakis writes the novel that is set in the same town and 
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contains allusions to Marandis‟ text. There is thus a twofold interconnection between 
the works of the two authors. 
A large part of the population of the city consists of Cretan Turks. The love of 
Nikos who is Christian and Gioulter who is Ottoman is presented as challenging the 
religious and social order of the city. Moreover, Nikos‟ friend, Moustafa, is the 
brother of Gioulter. Nikos is warned: “Γελ έρεη κσξέ δηθέο καο θνπειιηέο λ‟ 
αγαπήζεηο κηα, γε επαδά γε ζηελ Αζήλα, κφλνλ έπηαζεο λαγαπήζεηο ηελ ηνπξθάια; 
Κη‟ απφη δελ είλαη κσξέ ηίκην πξάκα, γηαηί ν Μνπζηαθάο είλαη θίινο ζνπ θαη δελ είλαη 
ζσζηφ λ‟ αγαπάο ηελ αδεξθή ηνπ”.536 Nikos first flees to Phoinikia, a district outside 
Kastro, so as not to see Gioulter. His circle of friends advises him to stay away from 
her as there is danger of being killed (“΍ζηε ζε λάρνπκε ειιελνηνπξθηθφ επεηζφδην, 
είπε ν Ζξαθιήο γειψληαο. –Α δελ έρνκε θαη θαλέλα θνληθφ”,537 “Κη απηή; Απηή 
πξέπεη λα ζθαγή… λα ζθαγνχλε θη‟ νη δπν”,538 “Μφλν ην καραίξη μεθαζαξίδεη ηε 
δνπιεηά!... Μπνξνχκε λα βάισκε θη‟ έλα άιιν λα ηνλε ζθνηψζε ηνλ άηηκν!”)539. 
 Nikos, however, finally yields to his feelings and forms a relationship with 
Gioulter. Polyxingis‟ relationship with Emine also involves religious and social 
predicaments. Polyxingis is a Cretan warrior fighting against the Ottomans for 
freedom and the expectations of Cretans from him are high. Kapetan Michalis who 
realises that Polyxingis has a relationship with Emine talks at first in an indirect way 
with him. The phrase: “-Καιχηεξα η‟ ακίιεηα παξά ηα κηιεκέλα”540 that kapetan 
Michalis says to Polyxingis is the same phrase that in ΢ην Κάζηξν Nikos‟ father says 
to him as he also attempts to inform him that he is aware of his relationship with 
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Gioulter and warn him about the consequences it may have.
541
 Hence there is the 
verbal parallel of the same phrase that is repeated in Kazantzakis‟ novel which has 
also been placed in a context with analogous content. 
Gioulter goes to Istanbul and as the years pass Kemal establishes a law that 
permits the Turks to marry people of other religions and thus Nikos and Gioulter 
marry in the end. The description of the development of the relationship of Nikos and 
Gioulter in Marandis‟ novella evokes Rotokritos and Aretousa in Kornaros‟ romance 
Δξσηόθξηηνο. Nikos met Gioulter at a young age growing to develop feelings of love 
like Rotokritos and Aretousa. The two works depict physical weakening as a 
symptom of concealed feelings of love.
542
 The first departure of Nikos from Kastro to 
Phoinikia and the second sojourn in London in an attempt to forget Gioulter evoke 
Rotokritos‟ first self-exile and second banishment from Athens. The endurance and 
patience during the separation which ends with marriage are also common features of 
the two stories. As the plot develops in Kazantzakis‟ novel, however, Polyxingis‟ 
relationship with Emine will not resemble Nikos nor Rotokritos but Charidimos as he 
is depicted in Kornaros‟ romance. 
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Kornaros’ Charidimos and the development of Polyxingis 
Polyxingis‟ and Emine‟s story has a tragic end as the latter will be finally 
stabbed by kapetan Michalis. At this stage of the story Polyxingis transforms into a 
figure that resembles Charidimos, the Cretan warrior in Kornaros‟ Δξσηόθξηηνο. In O 
Καπεηάλ Μηράιεο there is also a shepherd named Charidimos, but it is Polyxingis that 
evokes Kornaros‟ Charidimos. Polyxingis was described as ignorant of love before 
meeting Emine, like Charidimos before meeting his unnamed wife. Polyxingis has 
only the company of his sister while Charidimos is completely alone. Charidimos 
marries his wife despite their different social ranking and they live a pastoral life on 
mount Ida. In a reworking of the myth of Cephalus and Procris she spies on him 
driven by jealousy and Charidimos accidentally kills her.
543
 Charidimos serves as an 




The reaction of Polyxingis upon learning the news of Emine‟s death evokes 
Charidimos‟ reactions after the death of his wife. Polyxingis‟ friends intervene so as 
to prevent the mourning man from committing suicide. He then takes the decision to 
dedicate himself to fighting: “Δίραλ βνπίμεη ηα ρσξηά απφ ην ζξήλν πνπ έζηεζε, κέξεο 
πνιιέο ηνλ παξαθξαηνχζαλ νη θίινη λα κε ζθνησζεί, ληχζεθε απφ θνξθήο ζηα 
καχξα, θη απφ ηε κέξα εθείλε έηξερε φπνπ γίλνπληαλ πφιεκνο θαη ξίρλνπληαλ ζηελ 
Σνπξθηά, ηπθιφο θαη δεηνχζε ην ζάλαην”.545 Polyxingis‟ initial inclination to commit 
suicide, the intervention of the friends and the devotion to the war are all elements 
that recall the reaction of Charidimos to his wife‟s death. Charidimos‟ first reactions 
after the death of his wife are namely the following: 
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Να δε ηέηνη‟ αλεπφιπηζην εηξφκαμε θ‟ εράζε, 
θαη κνλαρφο ηνπ λα ζθαγή, θείλελ-ηελ ψξα βάιζε, 
θαη ηφζε πξίθα θη ν θαεκφο ηνλ-θξίλεη θαη παηδεχγεη, 
φπνπ λα πάξε ζάλαην κε η‟ άξκαηα γπξεχγεη. 
Καη ηφζν ην πηαζε βαξχ ην πξάκαλ, φπνπ γίλε, 
πνπ δίρσο άιιν λα ζθαγή ζέιεη ηελ ψξα θείλε. 
Μα ‟ξζαλ θαη βξήθαζίλ-ηνλε νη κπηζηηθνί ληνπ θίινη. (2.721-727)546 
Moreover, Polyxingis‟ mood and his appearance change. He is dressed 
entirely in black (ληύζεθε από θνξθήο ζηα καύξα) like Charidimos has a black 
appearance comprising black clothes, weapons and horse: 
Μαχξν θαξί, καχξ‟ άξκαηα, θαη καχξν ην θνληάξη, 
καχξε ‟ηνλε θη ε θνξεζά ηνπλνχ ηνπ θαβαιιάξη. (2.585-586)547 
In both cases the tragic end of their story is attributed to the factor of fate. 
Charidimos lost his wife due to ill fate (“απήο θη ε κνίξα ληνπ ‟ζειε έηζη λα ηνλ-
πεηξάμε” 2.768),548 while Polyxingis‟ meeting with Emine is also presented as fatal 
(“ε κνίξα ηνπ ην ‟θακε”).549 Human behaviour is also taken into account as the 
jealousy of Charidimos‟ wife is recognised as a cause of the tragic end. Moreover, in 
Ο Καπεηάλ Μηράιεο Polyxingis exhibited signs of blasphemy before meeting Emine 
while the element of jealousy characterised kapetan Michalis, his counterpart in the 
novel. 
Overall, the story of Polyxingis begins with the employment of the device of 
the earthquake that is linked with folk songs narrating previous natural disasters in the 
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same town and depicting the reactions of people to it. His connection to the story of 
Nikos and Gioulter from Marandis‟ ΢ην Κάζηξν introduced the possibility of him 
having a happy ending with Emine like Nikos and Gioulter had who are linked with 
Rotokritos and Aretousa. The quotation from Δξσηόθξηηνο that is found earlier in the 
novel (“-Σα ‟καζεο, Αξεηνχζα κνπ, ηα ζιηβεξά καληάηα;”),550 refers to the point 
where Rotokritos has been banished and the development of his relationship with 
Aretousa is jeopardized. However unlike Rotokritos and Aretousa, faith, patience and 
endurance are not the traits exhibited by Polyxingis and Emine. After her murder both 
his mood and his external appearance alter and he develops as a figure that resembles 
Charidimos. 
 
The folk song “Ζ αξπαγή ηεο γπλαηθόο ηνπ Αθξίηε” and the abduction of Emine 
Kapetan Michalis bears features that link him with the Homeric heroes in the 
Iliad and especially with Achilles. He is also the hero who has been connected with 
Cretan captains such as captain Michalis Korakas as he is depicted in Prevelakis‟ 
Παληέξκε Κξήηε (1945).551 Both characters are portrayed as sullen men of exceptional 
military prowess but of few words and they are both likened with wild beasts. In a 
letter to Giannis Konstandarakis on 6 June 1954 Kazantzakis wrote: “΢ηελ αξρή 
ζθφπεβα λα βάισ θεληξηθφ ήξσα ηνλ παπνχ ΢νπ ηνλ Κφξαθα˙ κα ν ήξσαο αθηφο 
είλαη ηζηνξηθά γλσζηφο πνιχ θαη δελ είρα δηθαίσκα λα ηνπ απνδφζσ ιφγηα θαη 
πξάμεηο ηεο θαληαζίαο”.552 The most obvious divergence of the character of kapetan 
                                                          
550
 Kazantzakis 2010b: 83. 
551
 For common points between Prevelakis‟ presentation of kapetan Michalis Korakas and 
Kazantzakis‟ depiction of kapetan Michalis in the novel, see Mikromatis 1997: 43-63. Also 
see Bien 2007: 568. 
552
 Kazantzakis 1958b: 86. 
172 
 
Michalis from that of Korakas is that the latter did not die in a battle but naturally at 
an old age. 
Kapetan Michalis‟ deeds are also connected with the heroic folk songs of the 
Akritic cycle. The narration of the abduction of Emine alludes to the tradition of 
Greek folk songs recounting the abduction of the hero‟s woman. In the novel, Emine 
prepares to be baptised and marry Polyxingis. A few days earlier, however, the 
Turkish relatives of her late husband, Nouri Bey, abduct her. Kapetan Michalis is 
informed by Ventouzos about it, he leaves his post and flees to take her away from the 
Turks. During his absence the Turks burned the monastery of Christ the Lord. 
Ventouzos will narrate retrospectively the story to Siphakas. His narration and 
his discussion with Siphakas allude to the folk song. In the collection of N. G. Politis 
the folk song bears the title “Ζ αξπαγή ηεο γπλαηθφο ηνπ Αθξίηε”.553 In the novel the 
description of Emine‟s abduction includes a verb that derives etymologically from the 
same root: άξπαμαλ ηελ Κεξθέδα.554 Siphakas asks Ventouzos to tell him the entire 
truth about the events and refers to his age to convince him to do so: “Μα λα κνπ 
απνθξηζείο αληξίζηηθα, φ,ηη θαηέρεηο, γηαηί εγψ ‟καη εθαηφ ρξνλψλ θαη δελ κπνξψ λ‟ 
αθνχσ ςεπηηέο. Ο Βεληνχδνο ςπραλεκίζηεθε ηη ζα ηνλ ξσηνχζε ν γέξνο˙ έπεζε ζε 
ινγηζκνχο: -Θα ζνπ πσ ηελ αιήζεηα, θαπεηάλ ΢ήθαθα, είπε ηέινο˙ ηελ πάζαλ 
αιήζεηα”.555 Ventouzos proceeds to tell the truth about kapetan Michalis to Siphakas 
who is characterised as γέξνο. In the folk song Akritis‟ father stresses the fact that his 
son is gone: “Σεο εξεκηάο, ηεο ζθνηεηληάο, ηνπ γηνπ κνπ ηνπ θεπγάηνπ” (35).556 
Akritis asks him to learn the truth about the abduction of his beloved and also calls 
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him γέξνληα: “Παξαθαιψ ζε, γέξνληα, αιήζεηα λα κε δψζεο” (38).557 In the novel the 
concern of Siphakas is that kapetan Michalis deserted his post γηαηί έθπγε, while in the 
folk song Akritis has left and has deserted the woman (θεπγάηνπ). 
Then Ventouzos refers to the wedding of Emine with Polyxingis: “απνθάζηζε 
θαη λα ηε ζηεθαλσζεί ν θνπδνχιαθαο˙ ζα γίλνπληαλ, ιέεη, θη απηή ρξηζηηαλή… 
βάθηηζε θαη γάκνο κνλνκεξίο, κεζαχξην ηνπ ΢ηαπξνχ”.558 Ventouzos then describes 
the actions of kapetan Michalis as he learns that Emine was being abducted by the 
relatives of Nouri Bey, rides his mare and runs towards them: “Πήδεμε απάλσ ζηε 
θνξάδα ηνπ, ηξέρακε εκείο κηα δεθαξηά απφ πίζσ ηνπ, λα κελ ηνλ αθήζνπκε κνλαρφ˙ 
ηα μεκεξψκαηα πξνθηάζακε ηνπο Σνχξθνπο απφμσ απφ ην Μεγαιφθαζηξν, ζην 
Καθφλ ΋ξνο”.559 In the folk song Akritis asks to learn if he will be able to find them 
in time:  
ηάρα ζα θηάζσ‟ ο ηε ραξά, ζα θηάζσ θαη ‟ο ην γάκν; 
-Αλ έρεο καχξν γιήγνξν ‟ο ην ζπίηη ηνπο πξνθηάλεηο, 
θη‟ αλ είλ‟ νθλφο ν καχξνο ζνπ, ‟ο ηελ εθθιεζηά ηνπο βξίζθεηο. (39-41)560 
The expression ηνπο πξνθηάλεηο that is found in the folk song is repeated in the 
novel by Ventouzos as he mentions that kapetan Michalis found the Turks: 
πξνθηάζακε ηνπο Σνύξθνπο. In the folk song after finding the woman Akritis swiftly 
runs away with her: 
Σν καχξν ηνπ ρακήισζε θ‟ ε θφξε απάλσ επξέζε. 
Βγάιιεη θαη ην ρξπζφ ζπαζί θαη ηαξγπξφ καραίξη, 
δίλεη ηνπ καχξνπ ηνπ βηηζηά θ‟ επήξε ρίιηα κίιιηα, 
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κήδε ην καχξνλ είδαλε, κήηε ηνλ θνξληαρηφ ηνπ. 
Οπνχ είρε καχξν γιήγνξν λείδε ηνλ θνξληαρηφ ηνπ, 
θη‟ νπνχ είρε καχξν θ‟ είλ‟ νθλφο, κεδέ ηνλ θνξληαρηφ ηνπ. (68-73)561 
Kapetan Michalis fights ferociously with the Turks in the novel and they run 
away: “Έπεζε απάλσ ηνπο ν γηνο ζνπ, νινκφλαρνο, βξνπρηφηαλ ζα ιηνληάξη, πνηέ κνπ 
δελ είδα ηέηνηαλ αληξηγηά, θαπεηάλ ΢ήθαθα, γεηα ζηα ρέξηα ζνπ πνπ έπιαζεο έλαλ 
ηέηνην γην… Οη Σνχξθνη ηα ‟ραζαλ, αθήθαλ ηε γπλαίθα, γίλεθαλ θνπξληαρηφο!”.562 
The folk song emphasises the valour of Akritis with the repetition of the word 
θνπξληαρηόο (κήηε ηνλ θoξληαρηό ηνπ-κεδέ ηνλ θνξληαρηό ηνπ) stressing his speed as he 
leaves. In the novel the word θνπξληαρηόο is also employed describing the speed at 
which the Turks run away from kapetan Michalis in order to save themselves (γηλήθαλ 
θνπξληαρηόο). Whereas this emphasises his bravery as it is the Turks who run away 
and not him, it also shows his lack of swiftness and at that time the Turks were 
burning the monastery of Christ the Lord.
563
 These allusions relate the character of 
kapetan Michalis to the folk tradition of the Akritic cycle with which kapetan 
Siphakas and Thrasaki are also connected as we argued above in this chapter.   
 
A rewriting of Solomos’ “Ύκλνο εηο ηελ ειεπζεξίαλ” 
The events will finally escalate into the battle of the Cretans against the Turks 
at the top of mount Selena. The description of the final battle at the end of the novel is 
intertextually connected to Solomos‟ Ύκλνο εηο ηελ ειεπζεξίαλ which was written in 
May 1823. Earlier, a quotation from Solomos‟ Ύκλνο εηο ηελ ειεπζεξίαλ is found in a 
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dream of kapetan Michalis. In the dream there are people in a field who see musical 
instruments playing melodies but they are unable to hear them. Afterwards, a brave 
Cretan man treats them to raki and they listen to the national anthem: 
Γηα κεξηθέο κέξεο ζα λα θαηαιάγηαζαλ νη Σνχξθνη, θη ν θαπεηάλ Μηράιεο κπφξεζε 
λα θνηκεζεί ζην ζηξψκα ηνπ. Κη είδε έλα παξάμελν φλεηξν: πσο ήηαλ, ιέεη, κεγάιε 
ζχλαμε ιανχ φμσ ζηα ρσξάθηα, γχξα απφ έλα αιψλη˙ θαη κέζα ζην αιψλη 
κνπδηθάληεο, ηξνπκπέηεο θαη ληανχιηα θαη ζηακπφιηα θη έπαηδαλ, ιέεη, ηνλ Δζληθφ 
Όκλν˙ έπαηδαλ, έπαηδαλ, κα θαλέλαο δελ κπνξνχζε λα ηνλ αθνχζεη˙ θαη ηφηε, ιέεη, 
πξφβαιε έλαο ιεβέληεο Κξεηηθφο κ‟ έλα κεγάιν δίζθν ξαθή θαη ξαθνπφηεξα θαη 
ηξάηεξλε˙ έπηλε ν ιαφο, θη σο έπηλε, άλνηγαλ η‟ απηηά ηνπ, άλνηγε ην κπαιφ ηνπ, 
βξνληνχζε ν αγέξαο: «Απ‟ ηα θφθαια βγαικέλε ησλ Διιήλσλ ηα ηεξά!...».564 
Kapetan Michalis wonders what this dream might mean as it is not yet clear to 
him and the narrator adds that he would later understand its meaning. As we 
examined in chapter 2 the narrator of Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά similarly 
remembers the quotation of Stavridakis from folk poetry and explicitly wonders what 
its meaning might be providing thus the signal to the reader to investigate the 
intertextual connection. In the case of kapetan Michalis here, the dream is connected 
to the final episode of the novel and foreshadows it. In the dream a brave Cretan, who 
stands for kapetan Michalis, is treating the people to ξαθί. In the final episode in the 
battlefield there are similes and metaphors that express the intoxication of the 
warriors. Kosmas is found in a state of drunkenness (“-Καιψο ζε βξήθα, κπάξκπα! 
ηνπ απνθξίλνπληαλ απηφο, ζπλεπαξκέλνο απφ έλα αιιφθνην κεζχζη”).565 Moreover, 
kapetan Michalis kills a Turk and the latter‟s blood flows like wine (“΢πληξηβάληζε 
νινκεκηάο γνπξγνπξίδνληαο ην αίκα, θινπθινχηηζε ζα λα ‟ηαλ ν κνπεδίλεο αζθί 
θξαζί θαη ιχζεθε ν ιαηκφο ηνπ”).566 In Ύκλνο εηο ηελ ειεπζεξίαλ the bodies of the 
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warriors are also connected with images of fluidity and the blood that is flowing is 
likened with a river: “΢αλ πνηάκη ην αίκα εγίλε”.567 
In the dream of kapetan Michalis a line from Ύκλνο εηο ηελ ειεπζεξίαλ is 
heard: “άλνηγαλ η‟ απηηά ηνπ, άλνηγε ην κπαιφ ηνπ, βξνληνχζε ν αγέξαο: «Απ‟ ηα 
θφθαια βγαικέλε ησλ Διιήλσλ ηα ηεξά!...»”.568 The quoted line does not include the 
subject Eιεπζεξηά of the participle βγαικέλε. At the end of the novel kapetan Michalis 
shouts the words Διεπηεξία ή and his phrase is not finished because a bullet pierces 
him. The word “freedom” that is not included in the dream is uttered here and the 
image of the line which says that freedom comes out of the bones is encapsulated in 
the description of the bullet that is coming out of kapetan Michalis‟ scalp (βγήθε από 
ην δεξβό).569 There is also a common etymological basis of the words βγαικέλε and 
βγήθε that underscores the connection of the novel‟s final lines with the quoted line 
from Ύκλνο εηο ηελ ειεπζεξίαλ. 
During the battle, Kosmas thinks that his ancestors who have fought and died 
in war in the past have come alive: “Ξχπλεζαλ ζην ζπιάρλν ηνπο ν θχξεο ηνπ, ν 
βαξχο πνιεκάξρνο, νη παππνχδεο ηνπ, ε Κξήηε… Γελ είλαη ε πξψηε θνξά πνπ 
πνιέκεζε, ρηιηάδεο ηψξα ρξφληα πνιεκάεη, ρηιηάδεο θνξέο ζθνηψζεθε θη αλαζηήζεθε, 
πήξε ρφριν ην αίκα ηνπ”.570 Similarly, Ύκλνο εηο ηελ ειεπζεξίαλ includes the image of 
the resurrection of the warriors who had been killed by the Turks and dance in the 
battlefield inspiring the warriors to fight courageously: 
Σφζνη, ηφζνη αληακσκέλνη 
Δπεηηνχλην απφ ηε γε, 
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΋ζνη εηλ‟ άδηθα ζθαγκέλνη 
Απφ ηνχξθηθελ νξγή.571 
Kosmas is entirely dedicated to the battle and he has forgotten his previous 
wandering and concerns: “δελ έκελε κπξνζηά ηνπ παξά εηνχην ην έλα, ην πακπάιαην 
ρξένο”.572 His devotion is comparable to the warriors in Solomos‟ poem whose 
attention is fixed to their duty: 
Γη‟ απηνχο φινπο ην παλ είλαη 
Μαδσκέλν αληάκα εθεί.573 
Moreover, during the battle Kosmas is in a blissful state that seems unlikely 
during the circumstances (“ζθνηεηλή, αλεμήγεηε ραξά ηνλ είρε ζπλεπάξεη”)574 just 
like in Ύκλνο εηο ηελ ειεπζεξίαλ the warriors derive happiness from war (“είλαη 
ραξά”575).  
The Cretans decide to proceed to the battle although they know that they are 
fewer in number than the Turks in Kazantzakis‟ novel and in Ύκλνο εηο ηελ ειεπζεξίαλ 
the Greek warriors are also unconcerned about the amount of the Turkish forces (“Γελ 
ςεθνχλ ηνλ αξηζκφ”).576 Kapetan Michalis continues fighting despite the wounds as 
the warriors in Ύκλνο εηο ηελ ειεπζεξίαλ disdain the feeling of pain (“Γελ αηζζάλνληαη 
ηνλ θφπν”)577. In his final moments before death kapetan Michalis‟ face bears a light 
about which the narrator addresses an array of rhetorical questions: “άγξηα ιάκςε 
πεξέρπζε ην πξφζσπφ ηνπ. Υαξά ‟ηαλ εηνχηε απάλζξσπε, πεξθάληα, πείζκα ζενηηθφ 
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γηα θαηαθξφληα ηνπ ζαλάηνπ; Γηα αγάπε γηα ηελ Κξήηε αβάζηαρηε;”.578 The device of 
rhetorical questions is used in Ύκλνο εηο ηελ ειεπζεξίαλ (stanzas 93-95) by the poet 
when he describes the battle and refers to the unearthly light of religion.
579
 Moreover, 
the word ιάκςε which is employed in the novel to describe kapetan Michalis‟ face is 
also included in Ύκλνο εηο ηελ ειεπζεξίαλ: 
Λάκςηλ έρεη φιε θινγψδε 
Υείινο, κέησπν, νθζαικφο.580 
In Ύκλνο εηο ηελ ειεπζεξίαλ the figure that bears this light is Christ as becomes 
apparent in stanza 98 (“Δγψ είκ‟ Άιθα, Χκέγα εγψ”).581 In Kazantzakis‟ novel, 
kapetan Michalis after presenting this luminous image is killed and the bullets form 
the pattern of the cross.
582
 Ύκλνο εηο ηελ ειεπζεξίαλ also ends with an image of the 
cross that is formed by the soldiers: 
Χ αθνπζκέλνη εηο ηελ αλδξεία!... 
Καηαζηήζηε έλα ζηαπξφ,583  
“Σνχην αλίζσο κειεηάηε, 
Ηδνχ, εκπξφο ζαο ηνλ ΢ηαπξφ˙ 
Βαζηιείο! ειάηε, ειάηε, 
Καη θηππήζεηε θη‟ εδψ”.584 
The final words of the novel present the image of the dispersal of the brain of 
kapetan Michalis on the stones (ζθόξπηζαλ νη κπαινί ηνπ ζηηο πέηξεο). The key-words 
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κπαινί, ζθόξπηζαλ and πέηξεο are verbal parallels that repeat words from Ύκλνο εηο 
ηελ ειεπζεξίαλ in images of the body‟s dismembering and dispersion that appear 
recurrently also in Solomos‟ poem: “Με νινζθφξπηζηα κπαιά”,585 “Καη πεζκέλα εηο 
ηα ρνξηάξηα”,586 “Κάζε πέηξα κλήκα αο γέλε”.587 
Overall, at the end of Ο Καπεηάλ Μηράιεο the allusions to Ύκλνο εηο ηελ 
ειεπζεξίαλ culminate. There are common images and connections in the description 
of the spiritual strength and the physical condition of the warriors. The repetitions in 
the novel of key words from Solomos‟ poem operate as intertextual markers which 
indicate the connection of the two literary works. The intertextual connection links the 
Cretan battle with the Greek war of independence and it can be said that it 
foreshadows the impending liberation of Crete. 
 
Conclusions 
In this chapter we examined two types of intertextuality, namely the 
quotations that are detected in the words of the characters and the allusions that are 
found in the narrative. The quotations of the characters mainly derive from the 
vernacular tradition. Their characteristic is that they are usually expressed by the 
characters as they sing them. They are folk songs, Rigas‟ battle hymns, καληηλάδεο, 
and parts of Δξσηόθξηηνο that had been set to music. Broadly speaking, there is 
compatibility between the cultural background of the characters and the quotations 
that they make. The people express themselves as parts of a community of ideas and 
beliefs through direct quotations from its components. 
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The narrative allusions to previous works create implicit connections that are 
detected in multifaceted ways. There are key-words, images and episodes that are 
related to earlier works. Names of the characters may allude to previous texts like the 
name Paraskevas alludes to Kosmas Politis‟ Eroica. The last chapter of the novel can 
be read as a rewriting of Solomos‟ Ύκλνο εηο ηελ ειεπζεξίαλ. The subtitle (Διεπηεξία ή 
Θάλαηνο) places the novel within a tradition of works developing the theme of 
freedom which culminated in Solomos‟ poem. In the middle of the novel there is a 
quotation from the poem and at the end there are allusions to it through key-words, 
and analogies in the imagery and style. Through this extensive and versatile 
intertextual connection with Solomos‟ poem the Cretan liberation is foreseen although 
it is not described in the novel. 
In Ο Καπεηάλ Μηράιεο we detect allusions to texts that belong to a variety of 
cultural traditions and literary genres. Kazantzakis‟ novel is related to an array of 
works that share common themes such as the depiction of Megalo Kastro in the folk 
tradition drawing attention to the narrative place of the novel. Moreover, Ο Καπεηάλ 
Μηράιεο alludes to the Iliad and also to Eroica, a modernist novel which also alludes 
extensively to Homer‟s epic. Kazantzakis‟ novel includes allusions to Kornaros‟ 
Δξσηόθξηηνο as well as to Marandis‟ ΢ην Κάζηξν, a novella which in its turn has 
connections with Δξσηόθξηηνο and also contains references to Kazantzakis himself. 
Through the narrative allusions the novel is related to works from a wide nexus of 
genres and traditions but there are also links that unite them as they are juxtaposed 





5. Tradition and innovation: The Last Temptation 
  
The aim of this chapter is to explore components of the novel that had been 
developed in the Modern Greek tradition and examine the convergences and 
divergences of the novel with it. The chapter consists of sections that examine the 
earlier treatment of the figure of Jesus in the Greek folk tradition and also in the 
poetry of Kostas Varnalis and more specifically in Σν θσο πνπ θαίεη. Significant 
concepts that are developed in the novel such as the issue of the “temptation” are 
examined in connection with Solomos‟ Οη Διεύζεξνη Πνιηνξθεκέλνη. The characters 
of Lazarus, Judas and Magdalene are also examined in relation to earlier Modern 
Greek literature. What this chapter suggests is that the novel on the one hand expands 
themes that had previously been developed in the Modern Greek cultural tradition but 
on the other hand in many instances it adds a new twist introducing innovations. 
In Genette‟s terminology, the novel can be characterised as a “hypertext” 
whose “hypotext” is the New Testament, notably the four Gospels of Matthew, Mark, 
Luke, and John. Moreover, historical sources and research on Jesus have been 
exploited.
588
 Kazantzakis used to engage in extensive research and reading before 
commencing the writing of a literary work. Regarding Ο Σειεπηαίνο Πεηξαζκόο he 
had stated in a letter to Knös in 1951 that he had consulted historical sources about the 
life of Jesus and chronicles about his era. He also added that he was acknowledging 
the right to the author to diverge from history as “πνίεζηο θηινζνθψηεξνλ 
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ηζηνξίαο”.589 Kazantzakis approached the story of the life of Jesus as a literary author 
and extended the existing literary tradition. In worldwide literature Jesus‟ life has 
been handled through various approaches.
590
 In this chapter our aim is to explore the 
relation of the novel to Modern Greek literature. 
 
The Greek folk tradition 
In Ο Σειεπηαίνο Πεηξαζκόο a transitional era is described which anticipates the 
ending of the pagan world and the emergence of the Christian religion. At the 
beginning of chapter 15 this transition is illustrated through the metaphor of a 
building that is demolished and a new one that is being constructed:  
Κη ν αθαηάδερηνο Ηερσβά δψζηεθε πάιη ηελ πέηζηλε πνδηά ηνπ Πξσηνκάζηνξα, πήξε 
μαλά ην αιθάδη θαη ην κέηξν, θαηέβεθε ζηε γεο θη άξρηζε λα γθξεκίδεη θη απηφο ηα 
πεξαζκέλα θαη λα ρηίδεη καδί κε ηνπο αλζξψπνπο, ηα κειινχκελα˙ θαη πξψηα πξψηα 
άξρηζε απφ ην Ναφ ησλ Οβξαίσλ ζηελ Ηεξνπζαιήκ. ΢ηέθνπληαλ θάζε κέξα ν Ηεζνχο 
ζην αηκαηνξαληηζκέλν πιαθφζηξσην, θνίηαδε ηνλ παξαθνξησκέλν εηνχην Ναφ θη 
έλησζε ηελ θαξδηά ηνπ λα ηνλ ζθπξνθνπάεη θαη λα ηνλ γθξεκίδεη.591 
The metaphor depicts Jehovah constructing the past and the future like a 
master-builder. The characteristic word πξσηνκάζηνξαο evokes the folk song “Σνπ 
γηνθπξηνχ ηεο Άξηαο”. In this song the master-builder and his craftsmen attempt to 
build a new bridge but the parts that they build during the day fall down in the night: 
“Οιεκεξίο ην ρηίδαλε, ην βξάδπ εγθξεκηδφηαλ”.592 Σhe master-builder‟s wife however 
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must be sacrificed so that the construction of the bridge can be successful. When the 
master-builder sees his wife arriving to be built in the foundation so that the bridge 
will stay firm, his heart metaphorically breaks: “Σελ είδ‟ ν πξσηνκάζηνξαο, ξαγίδεηαη 
ε θαξδηά ηνπ”.593 In Ο Σειεπηαίνο Πεηξαζκόο Jesus just like the master-builder is 
looking at the pagan temple and feels hammers in his heart that make him collapse as 
if he was a building (“θη έλησζε ηελ θαξδηά ηνπ λα ηνλ ζθπξνθνπάεη θαη λα ηνλ 
γθξεκίδεη”).594 Jesus‟ plight is caused by the fact that each day he sees the building 
firm in contrast to the master-builder who repetitively finds the building demolished. 
The social and historical context of the novel revolves around the enslavement 
of Jerusalem by the Romans. Judas, who anticipates the liberation of Jerusalem, is 
described at the beginning of the novel as counting his followers for this cause. In 
order to refer to his followers he uses the words αληξάθηα, ρακαληξάθηα (“-Πφζνη 
είκαζηε; είπε˙ δψδεθα˙ έλαο απφ ηελ θάζε θπιή ηνπ Ηζξαήι. Γηαφινη, αγγέινη, 
αληξάθηα, ρακαληξάθηα, φιεο νη γέλλεο θη νη απνβνιέο ηνπ Θενχ, δηαιέγεηε θαη 
παίξλεηε!”,595 “΋ινη καδί, δηαφινη, άγγεινη, αληξάθηα, ρακαληξάθηα, φινη 
ρξεηάδνπληαη ζην κεγάιν καο ζθνπφ, απάλσ ηνπ, κσξέ παηδηά!”596). The use of these 
words (αληξάθηα, ρακαληξάθηα) is detected in Cretan folk songs which recount the 
siege of Vienna:   
-Έρσ θ‟ εγψ αληξάθηα, ρακαληξάθηα. 
Καη παίδνπλ επηδέμηα ηα ζπαζάθηα». 
Υξνπζφ ΢ηαπξφ βάλεη ‟ο ηε θεθαιή ηνπ 
„΢αλ θαη ηνλ ήιην έιακπε ην θνξκίλ ηνπ. 
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Διάηε Υξηζηηαλνί κνπ επινγεκέλνη 
εηο ηνπ Υξηζηνχ ηελ πίζηε κπηζηεκκέλνη. 
Σζε Βηέλλαο ηζε θαυκέλεο λα βνεζνχκε, 
θαη ‟κέξα λχρηα ζηέθεη λα ραζνχκε. […]597 
In this way the word ρακαληξάθηα that stems from the Cretan dialect is 
incorporated into the novel. In Ο Σειεπηαίνο Πεηξαζκόο the introduction and 
juxtaposition of these words as well as their placement in a context of enslavement 
and war evoke the Cretan folk song. 
Another folk song with which Ο Σειεπηαίνο Πεηξαζκόο is connected is “Σεο 
Αγηά ΢νθηάο”. The imagery and vocabulary in the description of the siege of 
Jerusalem by the Romans in the last chapter of Kazantzakis‟ novel evoke the siege of 
Constantinople by the Turks in 1453 as it is recounted in “Σεο Αγηά ΢νθηάο”. The 
novel focuses on the first reactions of the people who are informed that the city has 
been set on fire. Believing that the city has the privilege of a divine protection, at first 
they deny accepting the historical fact: “Γελ θαίγεηαη ε άγηα πνιηηεία, δελ έρεη θφβν ε 
άγηα πνιηηεία, ζε θάζε ηεο θαζηξφπνξηα θη έλαο Άγγεινο κε ηε ξνκθαία!”.598 In this 
passage each gate of Jerusalem is depicted as protected by an angel just as each bell of 
the cathedral of Hagia Sophia corresponds to a priest and a deacon in the folk song: 
“θάζε θακπάλα θαη παπάο, θάζε παπάο θαη δηάθνο”.599 
Moreover, in Ο Σειεπηαίνο Πεηξαζκόο voices are heard during the siege asking 
for the intervention of God (“Φσλέο άγξηεο αθνχζηεθαλ!”, “Φψλαδαλ ην Θεφ λα 
πξνβάιεη”).600 Jesus then speaks explaining that it is God‟s will that the city will be 
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lost. He tries to console the women who cry by elaborating on the nature of time and 
adds that the historical events are in a state of flux: “Ση θιαίηε; Σνπο είπε κε 
ζπκπφληα. Ση αληηζηέθεζηε ζην ζέιεκα ηνπ Θενχ; Αθνχζηε ην ιφγν πνπ ζα ζαο πσ 
θαη κελ ηξνκάμεηε: Φσηηά ‟λαη ν Καηξφο, γπλαίθεο αγαπεκέλεο, θσηηά ‟λαη ν θαηξφο 
θη ν Θεφο θξαηάεη ηε ζνχβια θαη γπξίδεη θάζε ρξφλν θη απφ έλα παζραιηάηηθν αξλί. 
Δηνχην ην ρξφλν, ην παζραιηάηηθν αξλί είλαη ε Ηεξνπζαιήκ, ηνλ άιιν ζα ‟λαη ε 
Ρψκε, ηνλ άιιν…”.601 In the song a supernatural voice is heard explaining to people 
that the loss of Constantinople has been determined by God: 
θσλή ηνπο ήξζε εμ νπξαλνχ θη‟ απ‟ αξραγγέινπ ζηφκα. 
«Πάςεηε ην ρεξνπβηθφ θη‟ αο ρακειψζνπλ η‟ άγηα, 
παπάδεο πάξηε ηα γηεξά, θαη ζεηο θεξηά ζβεζηήηε, 
γηαηί είλαη ζέιεκα Θενχ ε Πφιε λα ηνπξθέςε. (8-11)602 
The verbal parallels of θσλή-θσλέο and ζέιεκα Θενύ function as intertextual threads 
and signal the connection of the novel with the folk song. The women in the novel are 
asked by Jesus not to weep as time has a circular and repetitive nature and historical 
events are in a state of flux, just like in the folk song Mary is asked not to cry since 
with the passage of time the historical conditions may alter: 
Ζ Γέζπνηλα ηαξάρηεθε, θ‟ εδάθξπζαλ νη εηθφλεο. 
«΢ψπαζε, θπξά Γέζπνηλα, θαη κε πνιπδαθξχδεο, 
πάιη κε ρξφλνπο, κε θαηξνχο, πάιη δηθά ζαο είλαη». (16-18)603 
Through the connection of the novel with the folk song the narration of the 
siege of Jerusalem is connected with the siege of Constantinople. The novel‟s 
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narrative time, when the pagan world ends and the Christian culture of the Byzantine 
Empire emerges, is linked with the folk song‟s narrative time that marks the ending of 
the Byzantine Empire. It has been observed in chapter 3 that the descriptions of the 
refugees regarding the fall of their village to the Ottomans in Ο Υξηζηόο 
Ξαλαζηαπξώλεηαη allude to the same folk song, “Σεο Αγηά ΢νθηάο”. Moreover, the 
words of the characters reflect their aspirations regarding the recapture of the city and 
contain legends regarding the waking up of the last emperor, Palaiologos, who will 
send the Ottomans back to Kokkini Milia. This ideology, however, is not supported 
by the narrator who recounts their words with irony showing thus the distance of his 
perceptions from them. In Ο Σειεπηαίνο Πεηξαζκόο the allusions to the folk song are 
detected in a context that develops a similar theme regarding the first reactions of the 
people during the siege of the city but Jesus presents here a sober perception 
pertaining to the cyclical character of historical events. 
In the novel Mary, who seems unable to perceive Jesus‟ divine mission, 
watches the crucifixion of a man whose cross had been constructed by Jesus. The 
mother of the crucified man curses Jesus to have the same fate and to be crucified: “-
Σελ θαηάξα κνπ, είπε αξγά, βξαρλά, ηελ θαηάξα κνπ, γηέ ηνπ Μαξαγθνχ, θη φπσο 
ζηαχξσζεο, λα ζηαπξσζείο!”.604 Moreover, the zealot‟s mother also curses Mary to 
see Jesus being crucified. Then the curse haunts Jesus and appears to him throughout 
the novel like a recurrent leitmotif. The curse is viewed by Jesus as a guide and as a 
reminder of his duty: “Άμαθλα άθνπζε πάιη ηηο κπζηηθέο παηνχζεο, πνπ ηφζν θαηξφ, 
αλήιεεο, ηνλ αθνινπζνχζαλ˙ έζηεζε ην απηί, αθνπθξάζηεθε˙ απηέο ήηαλ: γνξγέο, 
βαξηέο, απνθαζηζκέλεο˙ κα δελ πήγαηλαλ ηψξα πίζσ ηνπ˙ πήγαηλαλ κπξνζηά θαη ηνλ 
νδεγνχζαλ… «Καιχηεξα», ζπιινγίζηεθε, «θαιχηεξα˙ ηψξα πηα δελ κπνξψ λα ράζσ 
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ην δξφκν»”.605 In the fourth chapter of Ο Σειεπηαίνο Πεηξαζκόο the crucifixion of the 
zealot is described. While the gypsies are fixing the nails on the zealot, Jesus feels 
pain at his hands, legs and the heart. After the zealot‟s mother curses Jesus, then the 
gypsy laughs and expresses his expectation that Jesus will also be crucified: “Καη ν 
άιινο γχθηνο γέιαζε: -Καη ζηα δηθά ζνπ, κάζηνξα! ηνπ ‟θακε θαη ηνπ ρηχπεζε ηε 
ξάρε θηιηθά”.606 The final chapters of the novel contain Jesus‟ crucifixion. At the end 
of chapter 29 when Jesus is on the cross, the narrator says that the nails are not being 
placed by gypsies but by an array of angels from heaven: “Γελ ήηαλε ηνχηνη γχθηνη 
πνπ θάξθσλαλ ην ζηαπξσκέλν, πιήζνο άγγεινη είραλ θαηέβεη απφ ηνλ νπξαλφ, 
θξαηνχζαλ ζθπξηά θαη θαξθηά, θηεξνχγηδαλ γχξα απφ ηνλ Ηεζνχ, αλεβνθαηέβαδαλ ηα 
ζθπξηά ραξνχκελνη θαη θάξθσλαλ ηα ρέξηα, ηα πφδηα, θη άιινη έδελαλ ζθηρηά ην 
θνξκί ηνπ ζηαπξσκέλνπ κε ρνληξά ζθνηληά, λα κελ πέζεη˙ θη έλαο κηθξφο άγγεινο, κε 
ηξηαληάθπιιν κάγνπια, κε ρξπζέο κπνχθιεο, θξαηνχζε κηα ιφγρε θαη ιφγρηδε ηελ 
θαξδηά ηνπ Ηεζνχ”.607 Instead of gypsies there are angels that place the nails on the 
hands, legs and the heart of Jesus. Jesus then faints and the dream sequence begins. 
The lamentation of Mary has been treated in the Byzantine tradition, notably 
in Romanos Melodos‟ kontakion Mary at the Cross, in troparia by Leo VI, the work 
of Joseph the hymn writer, the Δπηηάθηνο Θξήλνο and the laments of Acta Pilati. 
There are also vernacular Byzantine and post-byzantine laments of Mary in Θξήλνο 
ηεο Τπεξαγίαο Θενηόθνπ εηο ηελ ΢ηαύξσζηλ ηνπ Γεζπόηνπ Υξηζηνύ and the lament that 
depicts Mary‟s descent to the underworld in Κξεηηθή Απνθάιπςηο ηεο Θενηόθνπ and 
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also dramatisations as in Marinos Phalieros‟ Θξήλνο εηο ηα Πάζε θαη ηε ΢ηαύξσζηλ 
Υξηζηνύ and the Christian tragedy Υξηζηόο Πάζρσλ.608 
The New Testament mostly revolves around Jesus and while being on the cross 
he sees Mary and introduces his disciple John as her son.
609
 There are Modern Greek 
folk songs that depict the reactions of Mary and emphasise her human nature. They 
mostly focus on Mary instead of Jesus in comparison to the four gospels that mainly 
depict the events revolving around Jesus. The Greek folk tradition includes songs 
about the crucifixion of Jesus that are performed on Good Friday and recount the 
reactions of Mary and her lament.
610
 In the Greek folk songs Mary is depicted to be 
heading to Golgotha where Jesus is being crucified. On her way she observes a gypsy 
producing nails. When she asks him what the nails are for he replies that he is going 
to place them on the hands, the legs and the heart of Jesus:  
Παίξλνπλ ην δξφκν ην δξνκί, η‟ αξγπξνκνλνπάηη, 
ην κνλνπάηη ηζ‟ έβγαιε ζη‟ αηζίγγαλνπ ηελ πφξηα. 
«Καιψο ηα θάλεηο, κάζηνξε, θαη ηη ‟λαη απηά πνπ θθηάλεηο; 
-Έλαλε ζα ζηαπξψζνπκε θαη ηα θαξθηά ηνπ θάλσ. 
Δκέλα κ‟ είπαλ ηέζζεξα θαη εγψ ηα θάλσ πέληε. 
-Πεο κνπ, ηδάλε κ‟ κάζηνξε, θαη ηη ηα ζέιεηο πέληε; 
-Δγψ πνπ ηα παξάθνςα ζα ηα δηακνηξάζσ. 
Σα δπν βάλνπκ‟ ζηε ρνχθηα ηνπ, ηα δπφ ζηα γφλαηά ηνπ, 
ην ηξίην ην θαξκαθεξφ ην βάλνπκ‟ ζηελ θαξδηά ηνπ, 
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λα δξάκε αίκα θαη ρνιή, λα πηθξαζή ε θαξδηά ηνπ». (58-67)611 
In Ο Σειεπηαίνο Πεηξαζκόο the nails are placed on Jesus by the angels as 
opposed to the gypsy. In the novel Jesus and Mary are cursed by the mother of the 
zealot because Jesus created the cross on which the zealot was crucified. The folk 
songs also contain a curse as Mary encounters the gypsy. Whereas in the novel the 
zealot‟s mother curses Mary, in the Greek folk tradition it is Mary who curses the 
gypsy because he created the nails for the crucifixion of Jesus. Mary says: 
«Καηαξακέλε, αηζίγγαλε, πνηέ λα κε ρηιηάζεο, 
φπνπ θαη αλ παο θαη φπνπ ζηαζήο θαηάζηαζε κε πηάζεο, 
ζηαρηίηζα ζηε γσλίηζα ζνπ πνηέ λα κε πνηάμεο. 
Σα ρείιηα ζνπ ηα θφθθηλα πνηέ λα κε γειάζνπλ, 
ηα κάγνπια ζ‟ ηα θφθθηλα θαη θείλα λα καπξίζνπλ». (72-76)612 
In the novel Jesus faints while he is on the cross. In the Greek folk songs the 
theme of fainting is also present. However, in the folk tradition while Jesus is being 
crucified it is Mary who is repetitively fainting. It is characteristic that the line “΢αλ η‟ 
άθνπζε ε Γέζπνηλα, πέθηεη ιηγνζπκάεη” is repeated three times (52, 68, 89).613 In the 
song Jesus asks Mary to do the παξεγνξηά and tells her that his crucifixion will be 
succeeded by his resurrection.  
In the novel while Jesus faints the last temptation occurs. It is described in 
chapters 30 to 33 and revolves around a dream in which he experiences the life of an 
ordinary man avoiding the crucifixion. He produces children with Martha and grows 
old. This dream is a divergence of the novel from the ancient gospels. In the Greek 
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popular tradition there are songs which depict the attempts of Jesus to escape his 
persecutors before his crucifixion. Moreover, in the folk songs Jesus proceeds to a 
metamorphosis in order to avoid the crucifixion and just like the novel some people 
view him like an old man while others see him like a child: 
«Απηφο είλαη θαη πηάζηε ηνλ, γιήγνξα κε ζαο θχγε».  
Ο Υξηζηφο ζαλ η‟ άθνπζε, πνιχ βαξχ ηνλ ήιζε˙ 
πέληε ινγηνχ εγέλεθε λα κε ηνλ εγλσξίζνπλ. 
Άιινη ηνλ βιέπνπλ ζαλ κσξφ θαη άιι‟ ηνλ βιέπνπλ γέξν. (41-44)614 
Overall, it can be said that O Σειεπηαίνο Πεηξαζκόο develops elements that 
had been introduced in the Greek folk tradition. Features that are present in the folk 
songs and are also detected in the novel are Mary‟s human reactions, the concept of 
curse in juxtaposition to crucifixion, the figure of the gypsy, the image of nails at the 
heart of the crucified Jesus, his reluctance to be crucified and his metamorphosis as an 
old man. The correspondences are traced in the events of the plot, in the imagery and 
in the depiction of the characters but at the same time Ο Σειεπηαίνο Πεηξαζκόο also 
includes twists that renew the previous works. 
 
Lazarus and vrikolakes 
Ο Σειεπηαίνο Πεηξαζκόο includes the resurrection of Lazarus by Jesus but its 
treatment diverges from the New Testament. In the novel Lazarus‟ resurrection and 
his physical condition afterwards are presented in resemblance to the features of 
βξηθόιαθεο as they have been described in the Greek folk and literary tradition. When 
Lazarus is introduced in the novel the first feature that is mentioned about him is his 
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weak physical condition: “έλαο άλζξσπνο ρισκφο, μεπλεκέλνο, ρίκεμε κέζα θαη 
ζσξηάζηεθε νκπξφο ζηε θσηηά”.615 While he is still alive the condition of his health 
fluctuates between life and death. His physical characteristics lack vividness: 
“Αλαζεθψζεθε, έηξεκε˙ ρακαδφο, ριεκπνληάξεο, κε θξεκάκελα θιαζθηαζκέλα 
κάγνπια˙ θαη ηα κάηηα ηνπ, μεβακκέλα πξάζηλα […]”).616 Moreover, his short life is 
paralleled with the oil that is running short: “Απφθακε ν Λάδαξνο λα κηιάεη, 
ζσξηάζηεθε πάιη ράκσ˙ φινη ζψπαηλαλ˙ ηζίξημε ην ιπρλάξη, ηξεκφπαημε λα ζβήζεη, 
ζεθψζεθε ε Μάξζα, ην γέκηζε ιάδη πήξε απάλσ ηνπ”.617 This state of the health of 
Lazarus foreshadows his impending death. During his resurrection in the novel the 
earth is shaking and then Lazarus exits the tomb (“αθνχζακε κέζα ζην κλήκα ην 
ρψκα λα θνπληέηαη”, “βγήθε, ήηαλ ν Λάδαξνο”).618 This description conveys the 
imagery and vocabulary that are found in The New Testament in the description of the 
resurrection of Lazarus: “ελ δε ζπήιαηνλ, θαη ιίζνο επέθεηην επ‟ απηψ. Λέγεη ν 
Ηεζνχο. Άξαηε ηνλ ιίζνλ” (John‟s Gospel 11.38-39), “Λάδαξε, δεχξν έμσ. Καη 
εμήιζελ ν ηεζλεθψο” (John‟s Gospel 11.44). In the Greek folk tradition the same 
expression and imagery is found in the song “Σνπ λεθξνχ αδειθνχ” when Kostandis 
rises: “ε γεο αλαηαξάρηεθε θη‟ ν Κσζηαληήο εβγήθε”.619 Kostandis has been linked 
with βξηθόιαθεο by writers and editors of collections of folk songs. In the version of 
the folk song that is included in the 1876 edition of Jeannarakis Άζκαηα Κξεηηθά the 
folk song bears the title “Ο θαηαραλάο”.620 In Kriaris‟ collection of Cretan folk songs 
published in 1920 the song has been given the title “Ο Καηαραλάο ή ην θαιφ 
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πνπιί”.621 Argyris Ephtaliotis published in 1894 in Δζηία the play Ο Βνπξθόιαθαο 
which was a reworking of the folk song and also the story of the same song is the 
theme of Photos Politis‟ play entitled Ο Βξηθόιαθαο (1908).622 However, the 
difference in the case of Kostandis is that he returns to life because he is committed to 
a sacred oath that he has to accomplish whereas the return of a βξηθόιαθαο is 
associated with negative intentions. 
The request to the dead to rise is a motif that is also found in Greek laments: 
΢ήθ‟ απάλνπ, κελ θνηκάζαη, 
ην Θεφ κελ ηνλ θνβάζαη. 
-Πψο λα ζεθσζψ ε θαεκέλε, 
πνπ είκαη ράκνπ μαπισκέλε; 
Σα καηάθηα κνπ θιεηζκέλα, 
ηα ρεξάθηα κνπ δεκέλα […]. (1-6)623 
The affinity of the novel with folk poetry is detected in its imagery and motifs 
and also in its metre. The novel conveys the image of the movement of the ground in 
an iambic seven-syllable: “ην ρψκα λα θνπληέηαη”.624 
In The New Testament when Lazarus is resurrected he is depicted as wearing 
gauzes but there are no details regarding his general physical condition. Tertullian in 
his theological treatise on the resurrection De Resurrectione Carnis referred to the 
body of Lazarus as demolished, dismembered and dissolved.
625
 Kazantzakis was 
acquainted with the work of Tertullian and his message to the Vatican when Ο 
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Σειεπηαίνο Πεηξαζκόο was included in the Index of Forbidden books, he quoted 
Tertullian‟s phrase “Ad tuum, Domine, Tribunal apello”. Tertullian in his theological 
treatise on the resurrection lays emphasis on the corruption of the body of Lazarus 
after the resurrection and he distinguishes it from his spirit which was uncorrupted:  
For in Lazarus, the pre-eminent instance of resurrection, it was the flesh which lay down 
in weakness, the flesh which all but decayed into dishonour, the flesh which meanwhile 
stank to corruption: and yet as flesh Lazarus rose again-along with the soul indeed, but 
that soul uncorrupt, which no one had bound with linen bands, no one had placed in a 




O Σειεπηαίνο Πεηξαζκόο includes the portrayal of Lazarus‟ physical condition 
after his resurrection on the grounds that Lazarus had been dead for four days and his 
body was in a state of decomposition. In Kazantzakis‟ novel the decay of the body of 
Lazarus is reflected but not a purgation of his soul as Tertullian suggests. After the 
resurrection Lazarus is between life and death (“ν αλαζηεκέλνο εηνχηνο βσιφδεξλε 
αθφκα αλάκεζα ζηε δσή θαη ζην ράξν”).627 He is depicted as a living corpse whose 
presence disturbs the order of human society. After his resurrection Lazarus attracts 
the attention of the villagers who observe him as a supernatural phenomenon: 
“Αλνηρηφ ‟ηαλ ην ζπίηη ηνπ Λάδαξνπ θη νη ρσξηαλνί κπαηλφβγαηλαλ λα δνπλ θαη λ‟ 
αγγίμνπλ ηνλ αλαζηεκέλν, λ‟ αθνπγθξαζηνχλ αλ αλαπλέεη, αλ κηιάεη, αλ αιήζεηα 
είλαη δσληαλφο γηα κπαο θη είλαη θάληαζκα; Κη απηφο θάζνπληαλ ζηελ πην κέζα γσλία 
ηνπ ζπηηηνχ, γηαηί ηνλ πείξαδε ην θσο, θνπξαζκέλνο θαη ιηγνκίιεηνο˙ ηα πφδηα ηνπ, ηα 
κπξάηζα ηνπ, ε θνηιηά ηνπ ήηαλ πξεζκέλα, πξαζηληζκέλα, ζαλ ηεζζάξσλ κεξψλ 
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λεθξφο”.628 The odour that Lazarus has after his return to life is that of incense: 
“Μχξηδε ηψξα κνλάρα ρσκαηίια θαη ιηβάλη”.629 
The features of βξηθόιαθεο are presented in Christos Christovasilis‟ short story 
Ζ αιύσηε (1908) and also in Andreas Karkavitsas‟ Αθνξεζκέλνο (1887).630 A 
characteristic work from Modern Greek poetry that presents the countenance and 
actions of βξηθόιαθεο is Valaoritis‟ poem “Θαλάζεο Βάγηαο” (1867).631 After his 
death Vagias visits his wife and explains to her the physical condition of βξηθόιαθεο, 
their behaviour as well as their sufferings by the humans. In Kazantzakis‟ novel 
Lazarus whose skin has become green due to the lack of the element of life 
(“πξαζηληζκέλα”) resembles Vagias as he is depicted in Valaoritis‟ poem: 
Πσο είζαη πξάζηλνο… κπξίδεηο ρψκα… 
Πεο κνπ δελ έιπσζεο, Θαλάζε, αθφκα;632 
Moreover, Lazarus is carrying worms on his body (“ηα κηθξά ζθνπιεθάθηα 
ηεο γεο πνπ ‟ραλ θαζίζεη απάλσ ηνπ”),633 just like Vagias: 
Λίγν ζπκάδσμε ην ζάβαλφ ζνπ… 
΢θνπιήθηα βφζθνπλε ζην πξφζσπφ ζνπ. 
Θενθαηάξαηε, γηα ηδέο, πεηάλε, 
θ‟ έξρνληαη επάλσ κνπ γηα λα κε θάλε.634 
Lazarus‟ body seems to be in process of decomposition: “Μα εθεί πνπ ηνλ 
ηαξαθνπλνχζε, ην κπξάηζν ηνπ Λάδαξνπ απφκεηλε ζην ρέξη ηνπ. Σξφκνο έπηαζε ην 
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Βαξξαβά, πέηαμε ην ζαπεκέλν κπξάηζo ζη‟ αλζηζκέλα ζπάξηα, έθηπζε 
αλαγνπιηαζκέλνο”.635 Similarly, members from Vagias‟ corpse are falling apart in 
Valaoritis‟ poem: 
Πέθηνπλ ζην δξφκν καο θαη μεθνιιάλε 
ηα θνχθηα θφθθαια, ζηε γε ζθνξπάλε […] 
-Φεχγα θαη ζθηάδνκαη η‟ άγξηα ζνπ κάηηα. 
Σν ζάπην θξέαο ζνπ, πέθηεη θνκκάηηα. 
Σξαβήμνπ, θξχςε ηα, θείλα ηα ρέξηα. 
Απ‟ ηελ αράκληα ηνπο ιεο θ‟ είλ‟ καραίξηα.636 
Barabbas as well as Vagias‟ wife proceed to kill Lazarus and Vagias. In this 
way both works include the macabre paradox of killing someone who is already dead. 
In O Σειεπηαίνο Πεηξαζκόο Lazarus is finally killed by Barabbas who explicitly calls 
him βνπξθόιαθα: “Να κε ζπκπαζάο, βνπξθφιαθά κνπ”.637 After the murder of 
Lazarus by Barabbas, Jesus attempts in his dream to make up for the unsuccessful 
resurrection. He takes the place of Lazarus in the house of his sisters and becomes 
Mastro-Lazaros. However, even in the dream Jesus is unable to replace the dead 
Lazarus and utters: “-Γελ είκαη ν Λάδαξνο, βξε παηδηά, κε θνβάζηε˙ πάεη απηφο! 
Μνλάρα πνπ κε ιέλε θη εκέλα Λάδαξν, καζηξν-Λάδαξν θη είκαη καξαγθφο […]”.638 
Jesus is also linked with the character of Lazarus since he will pass through 
death in order to be resurrected after his crucifixion. As he explains to Judas: “Αλ δελ 
πέζαηλε ην ζππξί ην ζηηάξη, ζ‟ αλαζηαίλνπληαλ πνηέ ηνπ αζηάρπ; ΋κνηα θη ν Γηφο ηνπ 
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αλζξψπνπ […] –Θπκήζνπ ην Λάδαξν… έθακε πάιη ν Ηεζνχο. Μα ν Ηνχδαο 
αλαγνχιηαζε θαη πήξε δξφκν, θηχλνληαο”.639 Here it is clear that Judas is opposed to 
Lazarus‟ resurrection. Perhaps this presentation of Judas‟ view directs the reader for 
the interpretation of the role of Lazarus. The resurrection of Lazarus is not depicted as 
the glory of Jesus in the novel. Jesus cannot save Lazarus and after his return to life as 
a βξηθόιαθαο he dies for a second time. Hence the success of the impending 
resurrection of Jesus that is linked with the resurrection of Lazarus is also questioned. 
 
Judas in the Greek tradition 
The Christian hero that was traditionally linked with βξηθόιαθεο is not Lazarus 
but Judas. In The New Testament Judas kills himself.
640
 Menardos and Mouzakis have 
characterised Judas as the first Christian βξηθόιαθαο citing a description by Papias of 
the survival of Judas after his attempt to commit suicide remaining thus in a state 
between life and death.
641
 
In O Σειεπηαίνο Πεηξαζκόο Judas is presented in a different way. The 
description of the physical appearance of Judas in Kazantzakis‟ novel focuses on his 
red beard. He is introduced as a red-beard and this element becomes a metonymy: “ν 
θνθθηλνγέλεο είρε ζηαζεί”642, “ν θνθθηλνγέλεο έζθπςε”,643 “-Άπηζηε Θσκά, έθακε ν 
θνθθηλνγέλεο θαη ηνλ άξπαμε απφ ην ζβέξθν”,644 “Μα ν θνθθηλνγέλεο ζηξάθεθε”,645 
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“ν θνθθηλνγέλεο ηνλ θφρεςε κε κάλεηα”.646 Pavlos Vlastos published in 1893 a 
collection of Cretan folk songs, proverbs and καληηλάδεο about Cretan customs 
entitled Ο Γάκνο ελ Κξήηε. We know from Kazantzakis‟ letters to Prevelakis that he 
had read it and that he had made efforts to aid the publication of the collected works 
of Vlastos pertaining to laographia.
647
 In this book there is a section that includes 
verses regarding the correspondences of a man‟s physical features with his character. 
There is one that indicates the connection of the red beard to the spirit of Judas: 
Κφθθηλα γέλεηα θαη κάζηα γαιαλά, 
θαξδηά ηνπ Ηνχδα, ςπρή ηνπ ΢αηαλά.648 
Vlastos‟ collection includes a proverb in which the ζπαλόο is viewed from an 
unfavourable perspective: “Βιέπε κε Θε‟ κ‟ απφ ζπαλφ”.649 In O Σειεπηαίνο 
Πεηξαζκόο the distinctive physical feature of Thomas is that he is beardless: 
“΢ηξίγγιηδε ν ζπαλφο, πνλνχζε˙ ν θνθθηλνγέλεο ηνλ αθνχκπεζε θάησ ζηε γεο”.650 
Although Vlastos‟ collection includes a variety of proverbs regarding the physical 
appearance, those that are placed within a religious context are included in the novel. 
The proverb about the red-beard man refers explicitly to Judas and Satan and the one 
about the beardless man (ζπαλόο) is addressed to God. 
In the novel Judas has become the counterpart of Jesus. It is emphasised that 
the one needs the other so as to accomplish their vocation. Moreover, in Kazantzakis‟ 
novel Judas is described as a rebel with social and national aspirations for the 
liberation of Jerusalem. Judas‟ ideological position is that the road of salvation is not 
to be found in heaven but on earth. He supports the cause of the national freedom of 
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Israel against the Romans and confronts Jesus for seeking a spiritual freedom and not 
the national liberty. During his gradual evolution Jesus will reach the stage of “son of 
David” and he will embrace Judas‟ revolutionary politics. In Modern Greek literature 
these features of Judas had been developed in Spiros Melas‟ play Ηνύδαο (1934).651 
Judas, who is the protagonist of Melas‟ play, envisages the national freedom 
of Israel and differentiates himself from Jesus whose preaching involves the kingdom 
of heaven. Judas views Jesus as the leader of the people and expresses the 
revolutionary politics that will later be found in Ο Σειεπηαίνο Πεηξαζκόο.652 In 
Kazantzakis‟ novel the lack of national freedom is opposed to the endeavour of Jesus 
to achieve a personal and spiritual kind of freedom. The quest for national freedom 
through war on the one hand and for spiritual freedom on the other hand is 
encapsulated in the worldview of Judas and Jesus. In the following dialogue they 
reveal the kind of freedom that they pursue: 
-Απηφ δεηψ θη εγψ, Ηνχδα αδεξθέ κνπ˙ ειεπηεξία. 
Ο θνθθηλνγέλεο ηηλάρηεθε˙ θνχρησζε ηνλ Ηεζνχ απφ ηνλ ψκν: -Να ιεπηεξψζεηο ηνλ 
Ηζξαήι απφ ηνπο Ρσκαίνπο; θψλαμε θη ε αλαπλνή ηνπ έθαηγε. 
-Να ιεπηεξψζσ ηελ ςπρή απφ ηελ ακαξηία.653 
Jesus seeks the freedom of the soul whereas Judas anticipates the freedom of 
the nation just as in Melas‟ play Judas soon realises that Jesus was not promising a 
struggle against the Romans in war but a transcendental kingdom of heaven: 
ΓΗΟΤΓΑ΢: Δίρα πηζηέςεη πσο κηιάεη γηα επαλάζηαζε, γηα ιεπηεξηά ηνπ Ηζξαήι… Κη‟ 
αθνχγνληαο ηψξα γηα βαζηιεία ησλ νπξαλψλ, ζάξξεςα πσο ήζειε κ‟ απηφ λ‟ 
απνθνηκίζεη ηνπο Ρσκαίνπο, ηνπο ζπηνχλνπο, ηηο αξρέο, ηελ εμνπζία. 
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ΓΗΔ΢΢Δ: Καη ηψξα ππνςηάδεζαη πσο δελ είλαη γη‟ απηφ; 
ΓΗΟΤΓΑ΢: Κάηη ρεηξφηεξν! Αξρίδσ λάκαη βέβαηνο… Ο θαηξφο πεξλάεη θαη δε βιέπσ 
θακκηά εηνηκαζία ζνβαξή… Κη‟ απηφ ην θήξπγκά ηνπ φζν πάεη ζα λα μεθνιιάεη απφ 
ηε γε… θαη ζα λα ιπψλεη κεο ζηα ζχλλεθα… Κάζνκαη απάλσ ζηα θαξθηά, δελ μαίξσ 
ηη λα θάκσ…654 
Melas‟ play contains the confrontation between Judas and Jesus that stresses 
the clash of their ideologies. It is presented as two parallel monologues. While Jesus‟ 
voice is heard presenting his preaching at the crowd, Judas‟ thoughts intervene as he 
expresses his own comments regarding Jesus‟ words. In this way their different views 
emerge: 
Ζ ΦΧΝΖ ΣΟΤ ΗΖ΢ΟΤ: Μαθάξηνη νη θαηαηξεγκέλνη γηα δηθαηνζχλε, γηαη‟ είλαη γη‟ 
απηνχο ε βαζηιεία ησλ νπξαλψλ! 
ΓΗΟΤΓΑ΢: Μαθάξηνη φζνη κπνξνχλ λα ηελ παίξλνπλε κε ην ζπαζί ηνπο˙ γηαη‟ είλαη 
γη‟ απηνχο ε βαζηιεία ηεο γεο!655 
Jesus in O Σειεπηαίνο Πεηξαζκόο argues in his discussion with Judas that the 
foundation of man is the soul just like in Melas‟ play Judas refers to the metaphor of 
the foundations of an edifice: “ΓΗΟΤΓΑ΢: Απ‟ ηα ζεκέιηα ζηέηαη ν λαφο˙ αλ εθείλνο 
δελ αθαληζηεί, ην έξγν ηνχην, πνπ πχξγσζε ε αξεηή ηνπ ΢νινκψληα θη‟ αηψλεο 
δνχιεςαλ λα ην ζηνιίζνπλ, ξεκάδηα ζα γίλεη… ζα ζσξηαζηεί γηα πάληα!”.656 Judas 
refers to his disappointment that Jesus does not accomplish the mission of a social 
justice and national liberty as he had first believed (“Ζ θαξδηά κνπ ζθίδεηαη, καηψλεη˙ 
ν ζηελαγκφο γίλεθε γηα κέλα ε θπζηθή αλάζα˙ ν ζπαξαγκφο θαζεκεξλφο κνπ 
ζχληξνθνο… Μα ζηέθεη απάλσ απ‟ φια ε ζσηεξία ηνπ ιανχ!...”).657 He also 
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expresses his indifference to the way that he will be treated in the future historical 
accounts of his role as long as he accomplishes his goal: 
Ζ ηζηνξία!... Γελ είκαη απφ θείλνπο πνπ πηζηεχνπλ πσο ζηέθεη φιε ζηνλ αθξφ, ζηε 
θινχδα ησλ πξαγκάησλ, ζην ζέαηξν θάπνησλ πεξηζηαηηθψλ, ζηνλ θνχθην πάηαγν ησλ 
νλνκάησλ! Πάσ πην κέζα, γέξνληα! ΢ηελ θαπηεξή νπζία ηεο˙ ζηε θχηξα ηεο ηελ ίδηα˙ 
εθεί πνπ γίλεηαη ην έξγν αιεζηλά θαη ν εξγάηεο πάεη άθαληνο ή παξακνξθσκέλνο! Ζ 
κνλαρή κνπ έγλνηα είλαη ν ζθνπφο˙ απηφλ ζέισ λα ζψζσ, θη‟ αληί ηεο επινγίαο ηνπ 
ιανχ, έρσ ηελ θαηάξα!658 
In Ο Σειεπηαίνο Πεηξαζκόο on the other hand in the final temptation of Jesus, 
it is Paul who will express his indifference to the truth of the events. For Paul 
significance is not given to the essence of the events but to the way that they are 
recorded in history. 
Another theme that is developed in Melas‟ play is Judas‟ and Magdalene‟s 
erotic encounters while the latter finally abandons him in order to follow Jesus. In 
Ηνύδαο Magdalene is also tempted by Jesus and after waking up from her ecstatic 
vision she declares that the spirit has to overcome the flesh in order to be saved.659 In 
Ο Σειεπηαίνο Πεηξαζκόο Judas is the one who finally confronts Jesus about the 
abandonment of his vocation in the final scenes of the vision until he wakes up from it 
and accomplishes his mission.  
 
Jerusalem liberated: the interludes of Erofili 
In Ο Σειεπηαίνο Πεηξαζκόο the final chapters depict the vision of Jesus during 
his crucifixion. He enters into a realm where he has an affair with Magdalene and then 
lives with Martha and Maria. He grows old, has children and there is a demon 
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accompanying him who fulfills his wishes. At the end of the vision he is confronted 
by his disciples because he has betrayed them and he has abandoned his duty. An 
analogous theme in an imaginative re-creation of the world of the crusades has been 
developed in the interludes of Erofili, whose source is Tasso‟s Gerusalemme 
Liberata. In the interludes of Erofili the crusaders have been sent by God to liberate 
Jerusalem from the Turkish rule. The Christian champion Rinaldo, however, has been 
enchanted by Armida and he lives with her among demons that have been disguised 
as birds and maidens. The Crusaders Carlo and Ubaldo manage to enter the garden 
and confront Rinaldo. Carlo accuses Rinaldo of neglecting his divine duty in 
Jerusalem and becoming a girl‟s soldier. He considers fear or magic to be the reasons 
of the abandonment of his goals: 
΋ζνη πηζηεχγνπ ζην Υξηζηφ, θη φζνη ηνλ πξνζθπλνχζη, 
ηψξα ζηα Γεξνζφιπκα γηα θείλν πνιεκνχζη˙ 
θαη ζπ, Ρηλάιδν, θείηεζαη ‟ο αλάπαςη κεγάιε 
‟ο ηνχην ηνλ ηφπν ην ρσζηφ ‟ο ηζ ‟Αξκίληαο ηελ αγθάιε˙ 
θ‟ νη θφζκνη, απ‟ φινη ζη‟ άξκαηα κνχγνπληαη θαη ηξνκάζζνπ, 
λα ζε ζαιέςνπ δε κπνξνχ, ζηξαηηψηε ‟λνπο θνξάζηνπ˙ 
πνηα ιεζκνληά ζε πιάθσζε, πνηα κάγηα ζ‟ εζθνηίζα, 
πνηνη θφβνη ηφζνη δχλακη ζε θφβνλ εγπξίζα; (2.107-114)660 
After listening to the words of Carlo, Rinaldo regrets his former abandonment 
of his mission and leaves the magical realm of Armida.  
Σψξα δνμάδσ ην Θεφ, πσο ιεχηεξνο γπξίδσ, 
θ‟ εηο είληα ζθάικαλ άκεηξν εζηέθνπκνπ γλσξίδσ. (2.129-130)661 
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At the end the crusaders kill the Turkish opponents and they recover 
Jerusalem. In Ο Σειεπηαίνο Πεηξαζκόο Jesus‟ disciples also manage to enter into the 
enchanted realm of Jesus. Especially Judas confronts him directly and accuses him of 
cowardice and betrayal: “-Πξνδφηε! κνχγθξηζε πάιη˙ ιηπνηάρηε! Σν πφζην ζνπ ήηαλ 
απάλσ ζην ζηαπξφ˙ εθεί ζ‟ έβαιε ν Θεφο ηνπ Ηζξαήι λα πνιεκήζεηο˙ κα ζ‟ έθνςε 
θξχνο ηδξψηαο, θαη ηε ζηηγκή πνπ αζθψζεθε κπξνζηά ζνπ ν ζάλαηνο, πνπ θχγεη 
θχγεη! Έηξεμεο θαη ρψζεθεο ζηα θνπζηάληα ηεο Μάξζαο θαη ηεο Μαξίαο, θηνηή!”.662 
Rinaldo is expected to fight for God along with the people of Jerusalem and Jesus‟ 
post is perceived to be on the cross according to his divine calling. After speaking 
with Judas and the disciples Jesus realises that he should have been crucified: “Σψξα 
ην ληψζσ, ράζεθα! Ναη, λαη, έπξεπε λα ζηαπξσζψ, ιηπνςχρεζα, έθπγα…”.663 Rinaldo 
was a soldier who deserted his calling and returned to it. Jesus in the novel gradually 
acquires a spiritual strength which he seems to lose in the temptation episode but 
becomes ready to proceed to his calling after it. 
 
Varnalis’ “Σν θσο πνπ θαίεη” 
The figure of Jesus as well as Magdalene and Mary are also included in 
Varnalis‟ Σν θσο πνπ θαίεη. The first edition of Σν θσο πνπ θαίεη was in 1922 and in 
1933 it appeared in a revised form.
664
 It is a synthesis that combines theatrical and 
poetical elements and consists of three parts which are connected by the intermediary 
comments of the writer. The first part of Σν θσο πνπ θαίεη that is entitled “Ο 
κνλφινγνο ηνπ Μψκνπ” is in prose and constitutes a theatrical “monologue” where 
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the speakers are Momos, Prometheus and Jesus. At the end of this part it is revealed 
that the “monologue” has been a product of Momos‟ imagination. The second part 
which is entitled “Ηληεξκέδην” includes four poems that are laments of the water 
nymphs Oceanides, the Seraphim, Mary, and Magdalene. The third part comprises 
three poems. The first one is the song of Aristea and the monkey that describes the 
three stages of Aristea‟s dematerialisation. Then, follows the poem of the leader and 
the last poem is the song of the people who celebrate the rising of a new blissful 
world. 
The human side of Jesus is explored in the second part of Σν θσο πνπ θαίεη in 
the laments of Magdalene and Mary. The human side of Jesus was emphasised in 
Renan‟s Vie de Jésus that Kazantzakis had used as a source but there is also a 
tradition of Modern Greek literary works that had explored this aspect before the 
production of Ο Σειεπηαίνο Πεηξαζκόο as the case of Varnalis‟ Σν θσο πνπ θαίεη 
shows.
665
 In the poem “Μαγδαιελή” in the second part of Σν θσο πνπ θαίεη the 
heroine refers to the shift in her life after she met Jesus. Magdalene asserts that 
although Jesus‟ disciples and the rest of people saw him as the divine son of God she 
detected his human side and his psychological plight (ζπαξαγκό). Therefore she does 
not imagine a posthumous salvation for him and she argues that Jesus needs her in 
order to be saved: 
Καλείο (θαη πιήζε θαη ζνθνί θαη καζεηάδεο θαη γνληνί) 
δελ μάλνηγε ην ζπαξαγκφ ζηα ζάκαηά ζνπ πίζσ  
θη αλ πξφζκελεο ην ιπηξσκφ ζνπ απφ ηελ άδηθε ζαλή, 
εγψ κνλάρα ην λησζα, πνπ είκνπλα ιάζπε θαη θνηλή, 
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πφζν Υξηζηέ ζνπλ άλζξσπνο! Κ‟ εγψ ζα ζ‟ αλαζηήζσ!666 
Jesus‟ relationship with women is an important theme that Σν θσο πνπ θαίεη 
and Ο Σειεπηαίνο Πεηξαζκόο explore. In Σν θσο πνπ θαίεη Magdalene asserts that 
Jesus will not find salvation through death but through her. In the novel Magdalene 
encourages him to stop seeking salvation in the spiritual world: “-Ση θίλεζεο λα 
θπξηέςεηο ηνλ νπξαλφ θαη ζηέλαδεο θαη δεηνχζεο ην αζάλαην λεξφ; Δγψ ‟καη ην 
αζάλαην λεξφ, έζθπςεο, ήπηεο, γαιήλεςεο”.667 Furthermore, the two works explore 
the idea of Jesus leading a domestic life with his family and children. In the poem “Ζ 
κάλα ηνπ Υξηζηνχ” in the second part of Σν θσο πνπ θαίεη Jesus is presented from the 
viewpoint of his mother who does not consider him to be the divine son of God or a 
man of action but she imagines him like a peaceful family man. Mary imagines Jesus‟ 
domestic life and she depicts him growing old in a red house with his family. In this 
way Jesus‟ heritage would be his humble possessions, namely the herd, the land and 
the workshop that he would leave to his children and grandchildren: 
Έλα θφθθηλν ζπίηη ζ‟ αβιή κε πεγάδη… 
θαη κηα δξάλα γηνκάηε ηζακπηά θερξηκπάξη… 
λνηθνθχξεο θαιφο λα γπξλάο θάζε βξάδη, 
ην ρξπζφ, ζηγαιφ θαη γιπθφ ζαλ ην ιάδη. […] 
Κη ν θαηφρξνλνο ζάλαηνο ζα θηαλε κέιη 
θαη πνιιή θχηξα ζα θελεο ηέθλα θη αγγφληα 
θαζελνχ θαη θνπάδη, ρσξάθη θη ακπέιη, 
η‟ αξγαζηήξη εθεηλνχ, πνπ ηελ ηέρλε ζνπ ζέιεη.668 
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In Ο Σειεπηαίνο Πεηξαζκόο Mary‟s wish is to see Jesus conducting the life of 
an everyday, common man:  
Άλζξσπν ηνλ ζέισ ζαλ φινπο, φρη παξαπάλσ, φρη παξαθάησ, ζαλ φινπο. Να 
καζηνξεχεη θη απηφο, φπσο κηα θνξά θη ν θχξεο ηνπ, ζθάθεο, θνχληεο αιέηξηα, ηα 
ζπγχξηα ηνπ ζπηηηνχ, θη φρη ζαλ θαη ηψξα, ζηαπξνχο, λα ζηαπξψλεη ηνπο αλζξψπνπο. 
Να παληξεπηεί κηα λνηθνθπξνπνχια απφ ηίκην ζπίηη, κε πξνίθα, θαη λα ‟λαη 
θαινςνπληζηήο, λα θάκεη παηδηά θαη λα βγαίλνπκε θάζε ΢άββαην, φινη καδί, γηαγηά, 
παηδηά, θη αγγφληα, ζην ζεξηάλη, λα καο θακαξψλεη ν θφζκνο.669 
Her wish is to persuade Jesus to abandon his metaphysical pursuits and 
become an ordinary man. However, Mary‟s aspirations are not fulfilled and they 
remain vain wishes: “Μα αιίκνλν, φζν πήγαηλε ν θαηξφο καδνχζαλ νη ειπίδεο ηεο, 
θαθφ δξφκν έπαηξλε ν γηνο ηεο, φιν θαη μεκάθξαηλε απφ ηε ζηξάηα ησλ 
αλζξψπσλ”.670 In contrast to Mary‟s hopes Jesus‟ goals lead him away from a life that 
would revolve around everyday matters: “βαξηέζηηζε θη απηφο κέζα ζην ζπίηη εηνχην 
κε ηνπο γεξνπαξάιπηνπο θαη ηηο απαξεγφξεηεο καλάδεο θαη ηηο ηαπεηλέο, θαζεκεξηλέο 
αξκήλεηεο –θάε, δνχιεςε, παληξέςνπ! Φάε, δνχιεςε! Παληξέςνπ!”.671 Jesus will 
experience the ordinary life that Mary imagines for him during his dream which 
constitutes the last temptation: “Πεξλνχζαλ νη κέξεο, νη κήλεο, ηα ρξφληα, πιεζαίλνπλ 
ζην ζπίηη ηνπ καζηξν-Λάδαξνπ νη γηνη θη νη ζπγαηέξεο˙ παξαβγαίλνπλ ε Μάξζα κε ηε 
Μαξία πνηα ζα γελλήζεη πην πνιιά. Κη ν άληξαο πφηε ζην αξγαζηήξη ηνπ παιεχεη […] 
πφηε ζηα ρσξάθηα παιεχεη κε ηνπο αλέκνπο, κε ηα ηπθινπφληηθα, κε ηηο ηζνπθλίδεο 
θαη γπξίδεη απνζηακέλνο ην δεηιηλφ θαη θαζίδεη ζηελ απιή ηνπ”.672 However Jesus 
grows old and leads a human life only in the dream. As soon as he returns to reality he 
follows his duty and is crucified. In O Σειεπηαίνο Πεηξαζκόο Maria realises that her 
life with Jesus and Martha as a family has only been a dream (“φλεηξν φια εηνχηα”, 
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“Σα ‟πιαζε ν Πεηξαζκφο λα καο πιαλέζεη˙ πήξε χπλν θαη ζάλαην θη αγέξα θαη ηα 
‟πιαζε…”).673 Similarly, in Σν θσο πνπ θαίεη Mary admits that the image of Jesus as 
a family man that she described was merely a dream: “είηαλ φλεηξν θ‟ έκεηλελ, άρλα 
θαη πάεη”.674 Hence, the two literary works explore the human side of Jesus on the one 
hand but on the other hand the possibility of him following the life of an ordinary 
human is rejected as it appears only in the form of dream and vapour (όλεηξν, άρλα-
αγέξα). 
The convergences and divergences of the two texts in terms of the depiction of 
a humanised aspect of Jesus are extended to the perceptions that the two characters 
have regarding themselves. In the first part of Σν θσο πνπ θαίεη Jesus remains fixed to 
his divine duty and he appears to be indifferent to the temptation. Ο Σειεπηαίνο 
Πεηξαζκόο focuses on a different aspect of Jesus. In the novel Jesus gradually 
develops during the unfolding of the plot. Whereas Jesus in Σν θσο πνπ θαίεη rejects 
the temptations directly without being affected by them, Jesus in Ο Σειεπηαίνο 
Πεηξαζκόο is first threatened by them and then overcomes them. A characteristic case 
is their opposite reaction when they both encounter a nightingale whose song 
celebrates the beauties of life. In the first part of Σν θσο πνπ θαίεη the discussion of 
Momos, Jesus and Prometheus is interrupted by the song of the nightingale. The 
nightingale is influenced by the moonlight (“κ‟ αζηξνθεγγηέο νιφβαζεο”) and odors 
(“ρίιηα αξψκαηα”) and sings a song that has a lasting and penetrating effect: 
Δξσηνθχζεκα θ‟ εγψ ην ιακπεξφ ζνπ θινχδη 
ην ζπάσ κε ην ηξαγνχδη.675 
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The bird also says that death cannot overshadow its song that revolves around 
the joys of life. When Jesus is asked by Momos if he could perceive the meaning of 
the nightingale‟s words and therefore embrace life, Jesus says that what he can only 
hear is God‟s will. Jesus asserts that he is unaffected by the songs: “δε ζέισ λα 
θαηαιάβσ ηίπνηεο απφ ηξαγνχδηα”.676 He also adds that “φπνηνο αθνχεη πνιχ ηα έμσ 
ράλεη ηελ ςπρή ηνπ”.677 
In Ο Σειεπηαίνο Πεηξαζκόο Jesus also listens to the song of the nightingale 
that has been charmed by the moon and the smells of nature: “είρε κεζχζεη απφ ην 
πνιχ θεγγάξη, απφ ηηο αλνημηάηηθεο κπξσδηέο”.678 The song of the nightingale 
corresponds to the inner world of Jesus making his thoughts diverge from his duty: 
“Κειαεδνχζε, θη ν Ηεζνχο έηξεκε˙ δελ θάηερε πσο είρε ηφζα πινχηε κέζα ηνπ θαη 
ηφζεο αθαλέξσηεο, γιπθέο πνιχ, ραξέο θη ακαξηίεο˙ άλζηζαλ ηα ζπιάρλα ηνπ, 
πεξηπιέρηεθε ην αεδφλη ζη‟ αλζηζκέλα θιψληα, δελ κπνξεί πηα, δε ζέιεη πηα λα θχγεη. 
Πνχ λα πάεη; γηαηί λα θχγεη; εηνχηε ε γεο είλαη ε Παξάδεηζν”.679 Although Jesus is 
carried away due to the song of the nightingale, he returns to reality when he hears the 
voice of Judas. Hence, in Ο Σειεπηαίνο Πεηξαζκόο Jesus is not as fixed to his vocation 
as is Jesus in Σν θσο πνπ θαίεη. In the temptations that he encounters he seems to be 
carried away by them at first but then he follows his duty. 
Another example that highlights the divergence between Jesus in Σν θσο πνπ 
θαίεη and Ο Σειεπηαίνο Πεηξαζκόο is the description of the episode in the desert. The 
common source is the New Testament as in Matthew‟s gospel (4.1-11) Jesus is 
described as facing a series of temptations by the devil during the forty days that he 
                                                          
676
 Varnalis 1956: 45. 
677
 Varnalis 1956: 45. 
678
 Kazantzakis 1984: 441. 
679
 Kazantzakis 1984: 441. 
208 
 
spent in the desert. In the reworking of this episode in Σν θσο πνπ θαίεη Jesus exhibits 
a physical as well as spiritual strength indifferent to the temptations: “Έκεηλα 
νινλήζηηθνο ζαξάληα κέξεο. Αθίλεηνο ζηελ ίδηα βνπλνθνξθή, ελψ γχξα κνπ ηα 
πνπιηά, ηα λεξά, ν αγέξαο ζπαξηαξνχζαλ απφ θέθη θαη ραξά… Δίηαλ ν Πεηξαζκφο. 
Μα εγψ δελ έβιεπα, δελ άθνπγα, δε ζάιεβα. Ο εαθηφο κνπ -ην Υξένο κνπ- ζθέπαδε 
ηα πάληα”.680 Here Jesus seems to be fixed to his vocation and his duty overshadows 
the temptations. In Ο Σειεπηαίνο Πεηξαζκόο, however, Jesus does not show this self-
assurance. When he enters the desert he considers the possibility of dying: “άιια 
άξκαηα απφ ηελ αγάπε δελ έρσ˙ κε απηά θίλεζα λα παιέςσ, βφεζα κε! […] Καη ηφηε 
κνλάρα ζα ζεθσζψ, λα βγσ έμσ απφ ην αιψλη εηνχην, λα γπξίζσ ζηνπο αλζξψπνπο, 
αλ ηέηνηα ε πξνζηαγή ηνπ˙ λα πεζάλσ, αλ ηέηνην ην ζέιεκά ηνπ˙ φ,ηη ζέιεη, κα λα 
μέξσ. ΢η‟ φλνκα ηνπ Θενχ! Γηπινγνλάηηζε απάλσ ζηελ πέηξα, κε ην πξφζσπν 
πξνζειηαθά, θαηά ηε κεγάιε έξεκν”.681 Jesus uses a military vocabulary to refer to 
his struggle against the temptations. He refers to the arms that he carries with him 
(άξκαηα) to fight (παιέςσ) against evil powers on a threshing floor (αιώλη) which 
may result in his death. The words that Jesus employs evoke the battle of Digenis 
against Charos before his death as it is recounted in the Greek folk songs: 
θ‟ εγψ κνλάρνο πέξαζα πεδφο θη‟ αξκαησκέλνο […] 
κε θξάδεη λα παιέςσκε ζε καξκαξέληα αιψληα, 
θη‟ φπνηνο ληθήζε απφ ηνπο δπν λα παίξλε ηελ ςπρή ηνπ. (13, 21-22)682 
In this way Jesus‟ efforts to confront the temptations are emphasised. 
In Σν θσο πνπ θαίεη the Christian myth about the crucified Jesus and the pagan 
myth of the nailed Prometheus are juxtaposed. The dialogue that Momos imagines 
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between Jesus and Prometheus elucidates their opposing viewpoints. Jesus seems to 
represent the soul while Prometheus exemplifies the common mind. In O Σειεπηαίνο 
Πεηξαζκόο Judas is the character who is the counterpart of Jesus. The character of 
Judas remains stable throughout the novel and he has an active participation in the 
national cause. On the contrary, Jesus who initially has a passive and fearful attitude 
develops in order to reach his spiritual duty.
683
 
The creator of the discussion of the two opposite types in Σν θσο πνπ θαίεη is 
Momos. His role is that of a sophist as Prometheus characterises him.
684
 At the end 
Momos reveals that the words of the characters were a product of his imagination 
creating antithetical symbols. As Momos says: “΋ια ηνχηα είηαλε πιάζκαηα ηεο 
θαληαζίαο κνπ, έλα μέζπαζκα θαη μαιάθξσκα ηνπ ζηνραζκνχ κνπ! Μνπ αξέζεη 
θάπνπ-θάπνπ λα κηιάσ κνλαρφο κνπ. Να ρσξίδσ ηνλ εαθηφ κνπ ζε ινγήο αληίζεηα 
ζχκβνια θαη λα ηα βάδσ λα καιιψλνπλε”.685 In Ο Σειεπηαίνο Πεηξαζκόο Paul‟s 
perceptions regarding the appropriation of the religious figures in his text recall 
Momos‟ approach in Σν θσο πνπ θαίεη. Paul argues just like Momos that the writer 
has the power to create the life, words and actions of the religious figures even if they 
do not correspond with the reality. Paul states: “Γειψ ζαλ απφζηνινο˙ εγψ ζα γίλσ 
απφζηνιφο ζνπ, ζεο δε ζεο˙ εγψ ζα θηηάζσ εζέλα θαη ηε δσή ζνπ θαη ηε δηδαζθαιία 
ζνπ θαη ηε ζηαχξσζή ζνπ θαη ηελ αλάζηαζε, φπσο εγψ ζέισ˙ δε ζε γέλλεζε ν Ησζήθ, 
ν καξαγθφο απφ ηε Ναδαξέη, ζε γέλλεζα εγψ, ν Παχινο, ν γξαθηάο, απφ ηελ Σαξζφ 
ηεο Κηιηθίαο”.686 Momos and Paul‟s words constitute self-referential comments on the 
act of writing. The creators of the stories reveal that they do not conform to the reality 
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but only to what they want (“κνπ αξέζεη”, Σν θσο πνπ θαίεη) or will (“φπσο εγψ 
ζέισ”, Ο Σειεπηαίνο Πεηξαζκόο). 
Momos imagines the dialogue of Jesus and Prometheus while he sits on a 
bridge between the past and the future. The depiction of the ending of the past and the 
emergence of the future is developed in the third part of Σν θσο πνπ θαίεη that 
celebrates the dawn of the new world. In the poem “Οδεγεηήο” the leader‟s words 
encapsulate the voice of the people. The leader expresses a revolutionary attitude 
offering knives to the people but at the end of the poem he preaches peace and the 
friendship of humanity. In the final poem of Σν θσο πνπ θαίεη entitled “Ο Λαφο” the 
people are set against the rulers and celebrate the coming of the new world in which 
they have the power. The monkey and Aristea who represent the old world fall in a 
tomb and a new sun rises. The poem criticises the idealism of religion and depicts the 
emerging of a new world that is ruled by the people in a state of a friendship of 
humanity. Varnalis writes as a committed Marxist, an ideology that Kazantzakis had 
shared but no longer did when he wrote the novel. 
Jesus engages in the revolutionary politics that are expressed by the leader and 
the people in the third part of Σν θσο πνπ θαίεη when he reaches the third stage of his 
course, namely when he acts as the son of David. In Σν θσο πνπ θαίεη the leader 
rejects the messiah who descends from the clouds: 
Γελ θαηεβαίλσ απφ ηα λέθε, 
γηαηί δε κ‟ έζηεηιε θαλείο 
Παηέξαο, ηάρα παξεγφξηα 
γηα ζέλα, ζθιάβε, πνπ πνλείο.687 
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Similarly, in Ο Σειεπηαίνο Πεηξαζκόο the words of Jesus as son of David 
convey the view of the leader in Σν θσο πνπ θαίεη as he also rejects the story 
regarding his descent from the clouds and the idealism that it encompasses: “φρη ηδέεο 
θαη ζχλλεθα θαη βαζηιείεο ησλ νπξαλψλ˙ πέηξεο θαη ρψκαηα θαη θξέαηα ην βαζίιεηφ 
κνπ”.688 Jesus at this stage renounces the message of peace and calls people in social 
action that is symbolised by the sword and knife: “Γελ ήξζα, θψλαμε, λα θέξσ εηξήλε 
ζηνλ θφζκν, παξά καραίξη!”.689 The knife is also a symbol that is employed in Σν θσο 
πνπ θαίεη and it represents the revolutionary politics that the leader promotes: 
Γε δίλσ ιέμεο παξεγφξηα, 
δίλσ καραίξη ζ‟ νινπλνχο.690 
In the final poem of Σν θσο πνπ θαίεη the people address the rulers (“Ο 
Άξρνληαο”) of the old, dying world and accuse them of dishonesty (αηηκία) and 
injustice (άδηθα) towards the people who were trying to earn their living: 
Να ζνχξλεζαη ζηα ηέζζεξα λα βγάλεηο ην ςσκί ζνπ 
θαη ηεο δνπιεηάο ηελ αηηκία λα κνινγάο ηηκή ζνπ. 
Γηα λα κελ ςάρλεηο άδηθα λα καο δαγθψζεηο μαθληθά.691 
In Ο Σειεπηαίνο Πεηξαζκόο Jesus also confronts the rulers and demands the 
end of injustice, dishonesty and hunger: “Αθνχζηε, πινχζηνη, θψλαμε, αθνχζηε, 
άξρνληεο ηνπ θφζκνπ εηνχηνπ, δελ κπνξεί πηα λα βαζηάμεη ε αδηθία, ε αηηκία, ε 
πείλα!”.692 The divergence of Jesus in Kazantzakis‟ novel from the leader in Varnalis‟ 
poem is that whereas the words of the leader express unanimously the voice of 
masses, the social action of Jesus in Ο Σειεπηαίνο Πεηξαζκόο proves unsuccessful.  
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Varnalis‟ ΢θιάβνη Πνιηνξθεκέλνη (1927, 1956) also includes an appropriation 
of the figures of Mary and Judas. Aspects of the passion of Christ are depicted 
through Mary and Judas in “Οη πφλνη ηεο Παλαγηάο” and in “Ζ αγσλία ηνπ Ηνχδα” 
that treats the betrayal of Judas. Jesus‟ crucifixion is depicted in “Ζ ηηκσξία ηνπ 
Αλφκνπ”. In “Ζ κάλα ηνπ Υξηζηνχ” of Σν θσο πνπ θαίεη emphasis is given on the 
crucifixion of Christ and in “Οη πφλνη ηεο Παλαγίαο” in ΢θιάβνη Πνιηνξθεκέλνη the 
attention of the poem shifts to the birth of Jesus. The poem derives material from Ζ 
Θπζία ηνπ Αβξαάκ and Mary‟s lament from the folk songs of Good Friday.693 In 
Varnalis‟ “Ζ αγσλία ηνπ Ηνχδα” of ΢θιάβνη Πνιηνξθεκέλνη Judas refers to the denial 
of Jesus to be the leader of a revolution. Judas underscores his view that the true 
essence does not exist in an ideological, metaphysical world. This theme will be also 
treated in Melas‟ Ηνύδαο and in Kazantzakis‟ Ο Σειεπηαίνο Πεηξαζκόο. Varnalis in “Ζ 
ηηκσξία ηνπ αλφκνπ” depicts a dialogue of the body and the soul and proposes a 
synthesis of the two elements. Varnalis‟ ΢θιάβνη Πνιηνξθεκέλνη alludes to Solomos‟ 
Οη Διεύζεξνη Πνιηνξθεκέλνη. Moreover, Varnalis had published treatises on the 
poetic work of Solomos. In Ο ΢νισκόο ρσξίο κεηαθπζηθή (1925) he approached 
Solomos‟ poetry from an anti-idealistic perspective. This view is detected in the 
appropriation of Solomos in the poetry of Varnalis.
694
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Πεηξαζκόο the development of Jesus‟ dualism and the temptations that he gradually 
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Temptation in Solomos and Kazantzakis 
The contrast between national subjugation and personal freedom in Ο 
Σειεπηαίνο Πεηξαζκόο is also an important aspect of Οη Διεύζεξνη Πνιηνξθεκέλνη as is 
evident in the oxymoron in the poem‟s title. At the beginning of the novel the long 
history of slavery and unsuccessful revolts in Judaea is encapsulated in the visual 
image of the bones of the dead and also in the acoustic image of the alteration of 
silence and cries. These images connect the novel with Solomos‟ Ύκλνο εηο ηελ 
















Ύκλνο εηο ηελ ειεπζεξίαλ 
 
1. ΢ε γλσξίδσ απφ ηελ φςε  
πνπ κε βία κεηξάεη ηε γε. 
2.Απ‟ ηα θφθαια βγαικέλε 
ησλ Διιήλσλ ηα ηεξά. 
4. Άξγεηε λάιζε εθείλε ε κέξα, 
Kαη ήηαλ φια ζησπειά, 
Γηαηί ηάζθηαδε ε θνβέξα 
Καη ηα πιάθσλε ε ζθιαβηά. 
7. Κη έιεεο: πφηε, α! πφηε βγάλσ 
ην θεθάιη απφ ηο εξκηέο; 
Καη απνθξίλνλην απφ πάλσ 
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Ο Σειεπηαίνο Πεηξαζκόο 
 
 
Φψλαδε, αιάθεξε, κε ηα θφθαια 
ησλ πεζακέλσλ, κε ηηο ξίδεο ησλ 
δέληξσλ, ε γεο ηνπ Ηζξαήι. 
 
Κάκπνζε ψξα ζησπή˙ θη άμαθλα 
πάιη, κα φιν παξάπνλν ηψξα, 
 
φιν ζπκφ: «Χο πφηε; σο πφηε;» 
μαλαθνχζηεθε ε θξαπγή λα ζθίδεη, απφ 
ηε γεο ζηνλ νπξαλφ, ηνλ αγέξα.696 
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The longing of the Jews and the Greeks respectively for freedom stems from 
the past as the bones of the dead attest and covers the present environment through 
cries that range from the earth to the sky. Key words that demonstrate the connection 
of the two works are the verbal parallels of θώλαδε-θσλέο, ζησπή-ζησπειά, and the 
repetition of πόηε. Moreover, the question “Χο πφηε” echoes the beginning of Rigas‟ 
Θνύξηνο “σο πφηε παιηθάξηα, ζα δνχκε ζηα ζηελά”. The common theme of these 
passages is that they summon the warriors to fight for a war of independence. 
Solomos‟ Οη Διεύζεξνη Πνιηνξθεκέλνη recounts the second siege of 
Mesolongi by the Turks from May 1825 to March 1826. Both works present the 
achievement of the spiritual goal as a gradual process of overcoming physical and 
spiritual obstacles. Emphasis is placed on the depiction of the power of the will of the 
characters who are tempted by strong powers. The novel sheds light on the dualism of 
Jesus and shows that his final spiritual victory was the product of a painstaking 
evolution. According to Middleton Ο Σειεπηαίνο Πεηξαζκόο is a mythopoetic account 
of process thought: “For Hamilton and Kazantzakis, Jesus‟ messianic self-
understanding is not given to Jesus by God through some unique means of grace at 
the beginning of his life”.697 
The title of Kazantzakis‟ novel evokes the title of the section “Ο Πεηξαζκφο” 
in the third draft of Οη Eιεύζεξνη Πνιηνξθεκέλνη. The characters are led to spirituality 
through a culmination of physical and spiritual hardships and temptations. In his 
notebooks Kazantzakis represents this course as a scale of four levels which are 
labelled as “Son of the Carpenter”, “Son of Man”, “Son of David”, and “Son of 
God”.698 Similarly, Solomos in his notes on the poem wrote that the struggles of the 
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heroes until death have the form of a climax: “Guarda di determinare gradatamente 
come scala di difficoltà da superarsi da quei grandi, in tutto quanto i sensi 
assorbiscono dalle cose esterne colle loro o bellezze attraenti, o necessità costringenti 
e penose fino la certezza della morte, ma più di tutto la memoria della gloria”.699 
Solomos‟ views were connected to Schiller‟s philosophy of German idealism.700 The 
characters confront a series of predicaments and as they overcome them they exhibit 
an ethical endurance and emerge as spiritual winners. In his notes Solomos states: 
“Bisogna nel poema del Dovere prolungare la lunga e terribile agonia della sventura e 
degli affanni, perché a traverso si manifesti intatto e santo il paradiso intellettuale e 
morale”.701 
The physical and spiritual hardships that the characters face in Ο Σειεπηαίνο 
Πεηξαζκόο and Οη Διεύζεξνη Πνιηνξθεκέλνη are presented as temptations against their 
duty. The female characters function as temptations in the two texts. In the novel 
Magdalene is depicted as the personification of temptation against the spiritual duty of 
Jesus. The rabbi urges people to look at the sky and to try to see the angels of God so 
as to avoid seeing Magdalene: “-Αλνίρηε ηα κάηηα ηεο ςπρήο, θψλαδε, θνηηάρηε ηνλ 
νπξαλφ˙ ζηέθεηαη απφ πάλσ καο ν Θεφο, ζθίζηεθε ν νπξαλφο, πξφβαιαλ νη ζηξαηηέο 
ησλ αγγέισλ, γέκηζε ν αγέξαο θφθθηλεο θαη γαιάδηεο θηεξνχγεο!”.702 The expression 
“αλνίρηε ηα κάηηα ηεο ςπρήο” evokes the second draft of Οη Διεύζεξνη 
Πνιηνξθεκέλνη: 
Έζηξσζ‟ εδέρζ‟ ε ζάιαζζα άληξεο ξηςνθηλδχλνπο, 
Κη‟ εδέρζεθε ζηα βάζε ηνπο ηνλ νπξαλφ θη‟ εθείλνπο. 
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Πάλη‟ αλνηρηά, πάλη‟ άγξππλα, ηα κάηηα ηεο ςπρήο κνπ.703 
Another factor that is perceived as temptation in the two works is nature. In Οη 
Διεύζεξνη Πνιηνξθεκέλνη nature constitutes a temptation that may weaken the spirit 
of the besieged who have decided to sacrifice their life: “Σν Μεζνιφγγη έπεζε ηελ 
άλνημε˙ ν πνηεηήο παξαζηαίλεη ηελ Φχζε, εηο ηε ζηηγκή πνπ είλαη σξαηφηεξε, σο κία 
δχλακε, ε νπνία, κε φια η‟ άιια θαη πιηθά θαη εζηθά ελάληηα, πξνζπαζεί λα δεηιηάζε 
ηνπο πνιηνξθεκέλνπο”.704 In the second draft of Οη Διεύζεξνη Πνιηνξθεκέλνη there is 
a personification of April and Eros who are dancing signaling that nature is not what 
it appears but a concealed force to undermine the soul‟s alertness.705 Nature threatens 
the besieged through hunger and desire. In Ο Σειεπηαίνο Πεηξαζκόο Jesus also 
perceives nature as a temptation. As the narrator explains: “Ήηαλ ην ρλφην ηνπ 
πεηξαζκνχ φιεο εηνχηεο νη αλνημηάηηθεο κπξσδηέο”.706 The odour of nature during 
spring to which the narrator refers evokes the part of Οη Διεύζεξνη Πνιηνξθεκέλνη 
which describes the exemplary endurance of women against the tempting smells of 
nature and food: 
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Οη Διεύζεξνη Πνιηνξθεκέλνη 
 
Απφςε, ελψ είραλ ηα παξάζπξα 
αλνηρηά γηα ηε δξνζηά, κία απ‟ απηέο, ε 
λεψηεξε, επήγε λα ηα θιείζε, αιιά κηα 
άιιε ηεο είπε: «΋ρη, παηδί κνπ˙ άθεζε 
λάκπε ε κπξσδηά απφ ηα θαγεηά˙ είλαη 
ρξεία λα ζπλεζίζνπκε˙ κεγάιν πξάκα 
ε ππνκνλή! Αρ! καο ηελ έπεκςε ν 
Θεφο˙ θιεη ζεζαπξνχο θη‟ εθείλε. 
Δκείο πξέπεη λα έρνπκε ππνκνλή, αλ 
θαη έξρνληαλ νη κπξσδηέο. Απ‟ φζα 
δίλ‟ ε ζάιαζζα, απ‟ φζα ε γε, ν 
αέξαο». Κη‟ έηζη ιέγνληαο εκαηάλνημε 
ην παξάζπξν, θαη ε πνιιή κπξσδηά 
ησλ αξσκάησλ ερπλφηνπλ κέζα θη‟ 
εγηφκηζε ην δσκάηην. Καη ε πξψηε 
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Ο Σειεπηαίνο Πεηξαζκόο 
 
Σν ζπίηη κχξηδε ςάξη θαη 
δεληξνιίβαλν˙ ην παξάζπξν ηεο απιήο 
ήηαλ αλνηρηφ, θάπνπ εθεί θνληά ζα 
‟ραλ αλζίζεη κνπζκνπιηέο θη 
έξρνπληαλ κε ην λπρηεξηλφ αγεξάθη ε 
κπξσδηά ηνπο, γιπθηά θαη πηπεξάηε. Ο 
Ηεζνχο ζεθψζεθε, έθιεηζε ην 
παξάζπξν˙ ήηαλ ην ρλφην ηνπ 
πεηξαζκνχ φιεο εηνχηεο νη 
αλνημηάηηθεο κπξσδηέο, δελ ήηαλ ν 
αγέξαο ηεο ςπρήο ηνπ˙ θαηξφο λα 
θχγεη, λα κπεη ζηνλ αγέξα πνπ ηνπ 
ηαίξηαδε, ν Θεφο βηάδνπληαλ.708 
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The words παξάζπξν, αλνηρηό, έξρνπληαλ, κπξσδηά, έθιεηζε, αγέξαο, ν Θεόο 
are verbal parallels that link the two passages. In both cases the smells that penetrate 
into the room through the open window function as temptations that challenge the 
endurance of the besieged and Jesus. In Οη Διεύζεξνη Πνιηνξθεκέλνη despite the 
scarcity of food due to the city‟s siege the women patiently sense the smell of food 
that is coming from the open window. They decide to leave the window open so as to 
confront directly the temptation. On the contrary Jesus, who is found in a house that 
has sufficient food (“ην ζπίηη κχξηδε ςάξη θαη δεληξνιίβαλν”), hustles to close the 
window so as to avoid the smell of nature which he perceives as a temptation. 
Although he is depicted in a more privileged position than the women, he does not 
confront the temptation but escapes from it. 
The section “Ο Πεηξαζκφο” of Οη Διεύζεξνη Πνιηνξθεκέλνη begins with a 
metaphorical kind of fainting (“Αλάθνπζηνο θηιατδηζκφο θαη ιηπνζπκηζκέλνο”)709 and 
the last temptation of Kazantzakis‟ novel begins with a literal one, namely the fainting 
of Jesus on the cross (“θαη ιηπνζχκηζε”710). The narration focuses on Simon who is in 
emotional turmoil and pain as he watches Jesus (“Καη ηφηε, κεγαιχηεξν ηξφκν, 
κεγαιχηεξν πφλν δελ έλησζε”711) and at this point the dream of the temptation 
commences. The adverb “ηφηε” as well as the representation of the emotional and 
physical pain of the spectator evoke the beginning of Οη Διεύζεξνη Πνιηνξθεκέλνη: 
“Σφηεο εηαξαρηήθαλε ηα ζσζηθά κνπ θαη έιεγα πσο ήξζε ε ψξα λα μεςπρήζσ”.712 
The narrator of O Σειεπηαίνο Πεηξαζκόο then proceeds to the description of the new 
surroundings that Jesus observes: “Έπαημαλ ηα βιέθαξά ηνπ αλαγαιιηάδνληαο, 
μαθληαζκέλα˙ δελ ήηαλε ηνχηνο ζηαπξφο, ήηαλ έλα ζεφξαην δέληξν, απφ ηε γεο ζηνλ 
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νπξαλφ, θη ήηαλ άλνημε θαη ην δέληξν έξξηδα είρε αλζίζεη”.713 The reference to the 
vision of Jesus and the transition to a new environment where nature prevails recall 
the beginning of Οη Διεύζεξνη Πνιηνξθεκέλνη where the poet also refers to his vision 
and the transformation of the environment in which he is found: “Αιιά δελ έβιεπα 
κήηε ην θάζηξν, κήηε ην ζηξαηφπεδν”, “Δθαηαζθέπαδε φια ηα πάληα καπξίια θαη 
πίζζα, γηνκάηε ιάκςε, βξνληή θαη αζηξνπειέθη”.714 
The first figure that the poet sees is a woman with supernatural characteristics 
(“Καη ηδνχ κεο ζηελ θαπλίια κηα κεγάιε γπλαίθα κε θφξεκα καχξν ζαλ ηνπ ιαγνχ ην 
αίκα, φπνπ ε ζπίζα έγγηδε θη εζβελφηνπλε”).715 In Jesus‟ dream the first figure that 
appears to him is also a supernatural figure, namely an angel: “[…] άμαθλα 
ζηξνπθνγχξηζε, έπεμε ν αγέξαο –θη έλαο άγγεινο ζηάζεθε κπξνζηά ηνπ. Σε ζηηγκή 
εθείλε μεκέξσλε”.716 The angel is the figure that accompanies Jesus throughout the 
dream. He protects Jesus with his wings: “Ξεδίπισζε ρακνγειψληαο ν Άγγεινο ηε κηα 
ηνπ θηεξνχγα, είρε αξρίζεη λα πέθηεη καδί κε ηε λχρηα θαη παγσληά πνιιή, θαη 
πεξηηχιημε κε ηα πξάζηλα ππθλά θηεξά ηνπ ηνλ Ηεζνχ λα κελ θξπψλεη”.717 The wings 
of the angel are a factor that makes Jesus trust the angel: “Έρσ εκπηζηνζχλε ζε ζέλα: 
νη θηεξνχγεο ζνπ είλαη πξάζηλεο ζαλ ην ρνξηάξη ηεο γεο”.718 In “Ο Πεηξαζκφο” of Οη 
Διεύζεξνη Πνιηνξθεκέλνη a girl also sees an angel in her dream before her death who 
gives her his wings. However, it is only in the dream that the angel and his gifts are 
found. In Οη Διεύζεξνη Πνιηνξθεκέλνη the girl asks: “Άγγειε κφλνλ ζη‟ φλεηξν κνπ 
δίλεηο ηα θηεξά ζνπ;”719 and in Ο Σειεπηαίνο Πεηξαζκόο Jesus asks if it‟s a dream: “-
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΋λεηξν; Έθακε. –Ναη, ξαβή κνπ, φλεηξν φια εηνχηα […] Σα ‟πιαζε ν Πεηξαζκφο λα 
καο πιαλέζεη”.720 Σhe word πεηξαζκόο is also a marker that shows the connection of 
the novel with Solomos‟ “Ο Πεηξαζκφο”. 
As Jesus can see angels and supernatural figures he is characterised with the 
adjective αιαθξνΐζθησηνο several times in the novel.721 The word αιαθξνΐζθησηνο 
refers to a person with visionary powers. It is also found in the short story of 
Papadiamandis “Σν άλζνο ηνπ γπαινχ” as well as in Sikelianos‟ poem 
Αιαθξνΐζθησηνο (1909). In the third draft of Οη Διεύζεξνη Πνιηνξθεκέλνη an 
αιαθξνΐζθησηνο is asked by the narrator to convey his visions: “Αιαθξνίζθησηε θαιέ 
γηα πεο απφςε ηη δεο” (3.6.14). In Ο Σειεπηαίνο Πεηξαζκόο the word is usually used 
with negative connotations. For instance, in the dream Jesus is called αιαθξνΐζθησηνο 
by the angel who attempts to undermine Jesus‟ point of view.722 
Although the vision of the last temptation portrays a long period of Jesus‟ life 
until he grows old, it only lasts momentarily: “Μηα αζηξαπή, ηε ζηηγκή πνπ θψλαμε 
«Ζιί! Ζιί» θαη ιηπνζχκεζε, ηνλ άξπαμε ν Πεηξαζκφο θαη ηνλ πιάλεζε”.723 The vision 
that a man sees as an epiphany during the last moment before he dies is a distinctive 
characteristic that is found in the poetry of Solomos. In Οη Διεύζεξνη Πνιηνξθεκέλνη 
the soldier dreams of the dead girl before losing his own life in the battle: 
Ζ θνξαζηά ηξεκάκελε… 
Υαξά ηεο έζβεε ηε θσλή πνπλ‟ ηψξα απνζβεκέλε. 
Άκε, ρξπζ‟ φλεηξν, θαη ζπ κε ηε ζαβαλσκέλε.  
Δδψ ‟λαη ρξεία λα θαηεβψ, λα ζθίμσ ην ζπαζί κνπ, 
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Πξηλ φινη ράζνπλ ηε δσή, θη‟ εγ‟ φιε ηελ πλνή κνπ.724 
An analogous moment is found in Solomos‟ poem Πόξθπξαο. The poem recounts the 
killing of an English soldier by a shark while he was swimming at the port of Corfu. 
Before his death the man experiences a moment of epiphany through which he 
reaches a state of self-awareness: 
Πξηλ πάς‟ ε κεγαιφςπρε πλνή ραξά γεκίδεη. 
Άζηξαςε θσο θη εγλψξηζελ ν ληνο ηνλ εαπηφ ηνπ.725 
In the second draft of Οη Διεύζεξνη Πνιηνξθεκέλνη a soldier sees the dream of his 
beloved but he tries to overcome the past happiness and dedicate himself to the 
present. After experiencing the dream of the last temptation Jesus has evolved 
spiritually. Like the besieged of Mesolongi, Jesus prepares for death not only with 
spiritual strength but also with happiness. In both works the word ραξά is used in 
order to describe the emotions of the characters before dying. In Οη Διεύζεξνη 
Πνιηνξθεκέλνη a woman‟s blissful feelings stem from the anticipation of death as a 
kind of salvation: “Μηα ησλ γπλαηθψλ πξνζθεχγεη εηο ην ζηνραζκφ ηνπ ζαλάηνπ σο 
κφλε ζσηεξία ηεο κε ηε ραξά ηελ νπνίαλ αηζζάλεηαη ην πνπιάθη”.726 Jesus feels 
happiness after the last temptation as he realises that he did not diverge from his duty 
and he is on the cross: “Σίλαμε ην θεθάιη, θη νινκεκηάο ζπκήζεθε πνπ βξίζθνπληαλ, 
πνηνο ήηαλ θαη γηαηί πνλνχζε˙ άγξηα αδάκαζηε ραξά ηνλ ζπλεπήξε”.727 
During the death of Jesus and the besieged a gloomy atmosphere is conveyed 
by the natural environment. The sound of the hammers is first heard and then the sun 
darkens as Jesus is crucified: “Κη σο ζήθσζαλ ηα ζθπξηά θη αθνχζηεθε ν πξψηνο 
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ρηχπνο, ν ήιηνο έθξπςε ην πξφζσπφ ηνπ˙ θη σο αθνχζηεθε ν δεχηεξνο, ζθνηείληαζε ν 
νπξαλφο θαη θάλεθαλ η‟ άζηξα˙ δελ ήηαλ άζηξα, ήηαλ δάθξπα ρνληξά, θη έζηαδαλ 
απάλσ ζηα ρψκαηα”.728 Similarly, in Solomos‟ poem after the reference to the guns 
and the Turkish swords, there is the image of the sun that suddenly darkens: 
Σνπθέθηα ηνχξθηθα ζπαζηά! 
Σν μεξνθάιακν πεξλά. 
΢αλ ήιηνο φπνπ μάθλνπ ζθεη ππθλά θαη καχξα λέθε, 
Σ‟ φξνο βαξεί θαηάξαρα θαη ζπίηηα ηδέο ζηε ριφε.729 
The two passages allude to Luke‟s gospel where the death of Jesus is 
followed by the darkening of the sun and the cracking of the temple‟s dome (Luke 23. 
44-46). Through this connection the ending of Ο Σειεπηαίνο Πεηξαζκόο and Οη 
Διεύζεξνη Πνιηνξθεκέλνη conveys a biblical character that reflects the participation of 
nature in the death of the characters. 
 
Conclusions 
In this chapter we examined the connections of Ο Σειεπηαίνο Πεηξαζκόο with 
the Modern Greek tradition. Themes that the novel develops have been explored in 
earlier works of the Greek cultural tradition and the novel seems to expand them but 
at the same time it adds new twists to the previous works. The novel mainly explores 
the gradual progress of Jesus towards crucifixion, something that demands from him 
to display enormous spiritual strength. The temptations of Jesus in the novel are 
linked with those of the besieged who overcome them so as to emerge as spiritual 
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winners in Solomos‟ poem. Jesus during the temptation seems to lose the spiritual 
strength that he had previously acquired but it becomes evident that after it he is ready 
to proceed to his calling of crucifixion. 
The miracles of Jesus are included but they are questioned as Lazarus who is 
resurrected by Jesus is presented as a βξηθόιαθαο. The Greek folk and literary 
tradition includes references to these figures but the ingenuity of the novel lies on the 
connection of the afterlife of βξηθόιαθεο with the resurrection of Lazarus. The human 
side of biblical characters has been explored in the folk tradition and also in Varnalis‟ 
work. The figure of Jesus had been developed in Greek folk songs which show in 
their turn convergences and divergences from the treatment of Jesus in the ancient 
gospels. Kazantzakis‟ novel expands these features that stem from the folk tradition 
and introduces new aspects according to the ideological orientation of the novel. 
Overall, there is a juxtaposition of convergences to the tradition and divergences from 
it through the introduction of innovations in Ο Σειεπηαίνο Πεηξαζκόο. It can be said 
that the description of the last temptation in the final chapters and its subsequent 
denial also encapsulates the intertextual technique of the novel regarding the story 











In the preceding chapters we examined the use and function of the connections 
of the novels of Kazantzakis‟ maturity to the Modern Greek literary tradition. In the 
first chapter we explored the sources that reveal Kazantzakis‟ activity as a reader of 
Modern Greek literature in order to detect the engagement of the author with the 
literary tradition. He was familiar with the works of the Modern Greek literary 
tradition and contemporary literature and he expressed his views regarding them in 
letters, essays and interviews. Despite the author‟s long sojourns abroad he made 
conscious efforts to follow the contemporary literary production of Greece so as to be 
aware of the place of his own work within it. 
In chapters two to five we investigated the relation of Kazantzakis‟ major 
novels to Modern Greek literature. Works and authors that Kazantzakis praised in his 
essays and interviews are mainly those with which his novels interact more 
extensively. There are texts, periods, and authors that have a more frequent presence 
in his fiction such as the folk songs and the poems of Solomos. On the contrary, the 
novels of Kazantzakis‟ maturity do not bear extensive connections with works that he 
had criticised in his essays. For instance, his novels are not in general linked with the 
literary works that were written in katharevousa since Kazantzakis was a fervent 
supporter of the demotic language. 
It might be said that Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά and Ο Καπεηάλ 
Μηράιεο have a broader and denser connection with Modern Greek literature in 
comparison with the novels that develop Christian themes (Ο Υξηζηόο 
Ξαλαζηαπξώλεηαη, Ο Σειεπηαίνο Πεηξαζκόο). In the first two novels Kazantzakis 
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creates the entire story line while in the other two he reworks the Christian myth. In Ο 
Σειεπηαίνο Πεηξαζκόο the events of the story mainly follow the success of events in 
the life of Jesus as it is recounted in the New Testament which is the hypotext of the 
novel but at the same time his intertextual practices have a revisionary nature that 
show ingenuity. Ο Υξηζηόο Ξαλαζηαπξώλεηαη also bears parallels with the events of 
Jesus‟ life and the resourcefulness in the technique of the novel is detected in its 
relation to works that reflect repetition as opposed to renovation.  
The Modern Greek works that were examined in this thesis in relation to 
Kazantzakis‟ novels belong to a variety of genres. They are poems, novels, novellas 
as well as dramas. The novels are linked with texts that belong to a wide range of 
genres reflecting a generic polyphony. Moreover, they are connected with works that 
have a wide chronological spectrum. They range from the tradition of the Greek folk 
songs of the fall of Constantinople to literature that was contemporary with the 
novels. In Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά there are quotations from folk songs 
(θιέθηηθα and “Σνπ λεθξνχ αδειθνχ”) and also allusions to Myrivilis‟ Ο Βαζίιεο ν 
Αξβαλίηεο whose third version was published in 1943 while Kazantzakis was writing 
the novel. Ο Υξηζηόο Ξαλαζηαπξώλεηαη is connected with works that range from the 
folk songs of the fall of Constantinople until Sikelianos‟ Ο Υξηζηόο ζηε Ρώκε that was 
published in 1946. Similarly, Ο Καπεηάλ Μηράιεο comprises quotations and allusions 
to Greek folk songs and also Marandis‟ ΢ην Κάζηξν (1946). Ο Σειεπηαίνο Πεηξαζκόο 
reworks the tradition of folk poetry such as “Σεο Αγηά ΢νθηάο” and “Σνπ Γηνθπξηνχ 
ηεο Άξηαο” and also the social and religious themes that had been developed in 
Varnalis‟ Σν θσο πνπ θαίεη. The literary effect of the combination of the older and the 
most recent Modern Greek literary intertexts is that the historical novels of 
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Kazantzakis assimilate diachronic and contemporary elements in their content and 
style.  
Pivotal moments of Greek history from the fall of Constantinople, the 
Ottoman occupation of Crete, and the Greek war of independence are reflected 
through the connections with the literary tradition. The Modern Greek intertexts 
constitute the basis on which Kazantzakis builds the image of Greece and its people in 
Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά, which is set in Crete after its union with Greece, 
in Ο Καπεηάλ Μηράιεο, which depicts Crete towards the end of the Ottoman 
occupation, and Ο Υξηζηόο Ξαλαζηαπξώλεηαη, which is set in a fictional Greek village 
of Anatolia shortly before the Asia Minor catastrophe. Although Ο Σειεπηαίνο 
Πεηξαζκόο is set in ancient Judaea, the narration maintains a distinctive Modern 
Greek character that is supported by its intertextual linking with the Greek folk poetry 
and the work of Solomos. 
The presence of textual material from previous literature in the novels can be 
detected in the form of quotations, allusions and references. In many cases the 
characters quote textual segments from previous literature as for instance from Greek 
folk poetry, Δξσηόθξηηνο as well as Solomos‟ Ύκλνο εηο ηελ ειεπζεξίαλ. Generally 
speaking, there is compatibility between the cultural background of the characters and 
the kind of works that they quote. This correspondence gives verisimilitude to the 
characters. The references and allusions to Modern Greek literature are mostly 
detected in the words of the narrators. The characters seem to participate 
unconsciously in the allusions that are made to previous literary texts. In most cases 
the allusions are implicit yet a series of intertextual markers that indicate connections 
with earlier works is employed in the novels. Below our conclusions about the most 
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characteristic ways through which the intertextual relation to previous literature 
appears in Kazantzakis‟ novels are summarised. 
The titles of Kazantzakis‟ novels often indicate their intertextual background 
as they allude to titles of previous literary texts. Σhe title Βίνο θαη Πνιηηεία ηνπ Αιέμε 
Ενξκπά has a dense intertextual nature that encompasses the ancient Greek, the 
Byzantine as well as the Modern Greek literary tradition with which the novel 
converses. The title explicitly evokes Plato‟s Πνιηηεία, the Byzantine narratives about 
the lives of saints and also Prevelakis‟ novella Σν Υξνληθό κηαο Πνιηηείαο.730 The title 
Ο Υξηζηόο Ξαλαζηαπξώλεηαη reproduces the first part of the title of a main intertext of 
the novel, namely Sikelianos‟ Ο Υξηζηόο ζηε Ρώκε. From this perspective the verb 
“μαλαζηαπξψλεηαη” can be read as an indication of the reworking of the theme of 
crucifixion which had also been developed in Sikelianos‟ play. Moreover, the titles Ο 
Καπεηάλ Μηράιεο (Διεπηεξία ή Θάλαηνο) and Ο Σειεπηαίνο Πεηξαζκόο include 
characteristic words that are also found in titles of Solomos‟ poems to which the two 
novels allude, namely Ύκλνο εηο ηελ ειεπζεξίαλ and “Ο Πεηξαζκφο” from Οη 
Διεύζεξνη Πνιηνξθεκέλνη respectively. Hence, the titles of Kazantzakis‟ novels do not 
only encapsulate the theme that the stories recount but also the literary tradition in 
which they are placed. 
Moreover, there are characters in Kazantzakis‟ novels that bear names which 
connect them with fictional characters from the literary tradition. This feature can be 
observed in the main as well as the secondary characters. In Ο Υξηζηόο 
Ξαλαζηαπξώλεηαη the name of the protagonist, Manolios, has the name of the 
protagonist of Kondylakis‟ novella Ο Παηνύραο. In Ο Καπεηάλ Μηράιεο the Cretan 
shepherd Charidimos has the name of the Cretan warrior in Kornaros‟ Δξσηόθξηηνο. 
                                                          
730
 See Beaton 2009: 42-43. 
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In the same novel Paraskevas, who saves the young girl from the attack of Thrasaki 
and his friends, has the name of the narrator of Kosmas Politis‟ Eroica. The 
incorporation of the name of Paraskevas continues the intertextual parallels 
established in Eroica between the name of the narrator, Paraskevas, which is also the 
name of the author, Paris Taveloudis, and the character in Defoe‟s Robinson Crusoe 
to which both novels refer.  
A category of characters in Kazantzakis‟ novels is historical persons that are 
identifiable through their surnames. The stories of these characters originate from real 
persons yet as they are transferred into the narration they are intertextually linked with 
Modern Greek literary works. For instance, the character of Alexis Zorbas stems from 
Kazantzakis‟ memories of his friend Giorgis Zorbas. As the plot of the novel unfolds 
Zorbas‟ actions and words extensively allude to the character of Vasilis Arvanitis as 
he is depicted in Myrivilis‟ novella that also recounts the actions of a character that 
had been a historical person named Stratis Arvanitis. Similarly, Stavridakis was a 
historical person that had been a close friend of Kazantzakis. In the unfolding of the 
plot he is linked with Kostandis as he is depicted in the Greek folk poetry. Moreover, 
the novels include historical persons that had been presented before in previous 
literary texts. Madame Hortense was a character that appeared in Prevelakis‟ Σν 
Υξνληθό κηαο Πνιηηείαο and Efendina that is found in Ο Καπεηάλ Μηράιεο was 
included in Marandis‟ ΢ην Κάζηξν. Ηn Marandis‟ novella we also find direct 
references to the intellectual activity of Kazantzakis himself in Heraklion at the 
beginning of the 20
th
 century. 
The role and actions of the characters as well as the relationships that they 
develop with other characters in the text in many cases reproduce analogous features 
of fictional antecedents from previous literature. For instance, in Βίνο θαη Πνιηηεία 
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ηνπ Αιέμε Ενξκπά the narrator recounts the events that he experienced. In his text he 
links himself with previous storytellers from Modern Greek literature such as the 
grandfather in Vizyinos‟ short story Σν κόλνλ ηεο δσήο ηνπ ηαμείδηνλ, the narrator of 
Kosmas Politis‟ Λεκνλνδάζνο, and the narrator in Myrivilis‟ Ο Βαζίιεο ν Αξβαλίηεο. 
Through the writing of the story in which he participated but also through the 
intertextual linking of himself with previous storytellers of Modern Greek literature 
his bookish nature is emphasised. In Ο Σειεπηαίνο Πεηξαζκόο the role of Lazarus as 
the brother of Martha and Maria who returns to life after his death reproduces the role 
of Kostandis in folk poetry. In Ο Καπεηάλ Μηράιεο the role of the eponymous hero 
among the society of Megalo Kastro and the passion that he develops for the Ottoman 
Emine although he is an Orthodox corresponds with the role of Nikos in the same 
town as an Orthodox who challenges its social conventions through his relationship 
with an Ottoman woman. Hence the role of a character and the relations that unite him 
with other characters of the story indicate his linking with figures from previous texts 
with whom he shares the same role, age, religion or social status. 
Moreover, Kazantzakis‟ novels are connected with the Modern Greek literary 
tradition through the assimilation of distinctive symbols and images that are found in 
the previous texts. In Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά the image of the dance of 
Zorbas as well as the function of the musical instrument ζαληνύξη as a symbol of 
freedom evoke the image of the dance and the function of the instruments ληανύιη and 
δνπξλάο in Myrivilis‟ Ο Βαζίιεο ν Αξβαλίηεο. In Ο Καπεηάλ Μηράιεο the children‟s 
helmets are a symbol of heroism that reproduces the use of the helmet in Eroica as a 
symbol of heroism for the children. In Ο Σειεπηαίνο Πεηξαζκόο and Οη Διεύζεξνη 
Πνιηνξθεκέλνη the window functions as a symbol that shows the endurance of the 
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characters. Whereas in Solomos‟ poem the women leave it open so as to confront the 
tempting odors of spring and the food, Jesus closes it so as to avoid them. 
In many cases the intertextual relationship is fashioned upon the thematic 
affinity between the novel and the former text. In Βίνο θαη Πνιηηεία ηνπ Αιέμε Ενξκπά 
which mainly recounts the story of Zorbas who comes across as unconventional, free 
and brave we detect a number of intertexts that also recount the life and actions of 
brave men from the Modern Greek literary tradition: Digenis Akritis, Vasilis 
Arvanitis and Mitros Roumeliotis. Ο Υξηζηόο Ξαλαζηαπξώλεηαη which develops the 
Christian myth in modern times includes the folk songs of the fall of Constantinople 
as well as Sikelianos‟ Ο Υξηζηόο ζηε Ρώκε where the appropriation of Christian 
themes is presented from the perspective of communist ideology. Moreover, Ο 
Καπεηάλ Μηράιεο that provides a literary panorama of Megalo Kastro is intertextually 
linked with Marandis‟ ΢ην Κάζηξν where the narration focuses on the city that is 
described. A thematic affinity between the novel and the former literary texts is also 
detected in Ο Σειεπηαίνο Πεηξαζκόο. As the novel depicts Jesus‟ human nature it is 
associated with Varnalis‟ Σν θσο πνπ θαίεη as well as Renan‟s Vie de Jésus. 
We may now return to the research questions that were addressed in the 
introduction: what is the position of Kazantzakis‟ novels in the history of Modern 
Greek literature? What are the main intertextual techniques that are used in the novels 
and how does the detection of the intertexts form their interpretation? It can be argued 
that Kazantzakis‟ novels would not have existed as they are without the former basis 
of the Greek folk poetry, the literature of the Cretan renaissance, the poetry of 
Solomos, Greek ethography, the work of Sikelianos and the fiction that was cultivated 
in the 1930s and 1940s.  
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The intertextual relationship is first recognised by the reader through common 
elements in the language, content, structure or style. The text may finally converge 
with the intertext or on the contrary introduce an alteration. Moreover, the function of 
the intertext in the novel may either be to support the words and actions of the 
character or to undermine them. Ο Σειεπηαίνο Πεηξαζκόο is connected with Solomos‟ 
Οη Διεύζεξνη Πνιηνξθεκέλνη in terms of the confrontation of the protagonist with the 
temptations. The correspondences stress the cowardice that Jesus exhibits in 
comparison with the brave women in Οη Διεύζεξνη Πνιηνξθεκέλνη. In Ο Σειεπηαίνο 
Πεηξαζκόο the correspondences illustrate Jesus‟ fearfulness. In Ο Καπεηάλ Μηράιεο, 
however, the thematic affinity with Solomos‟ Ύκλνο εηο ηελ ειεπζεξίαλ enhances the 
depiction of the Cretans as brave warriors and offers an archetypically heroic 
dimension to them.  
The detection of the intertextual relationship with Modern Greek literature 
affects the interpretation of the novels. The texts are enriched since behind the 
characters are reflected figures from previous works. As the characters are related not 
only with the other characters within the story but also with characters from former 
texts their features acquire a new light through comparison with them. Fictional and 
historical figures of the Modern Greek cultural tradition such as Digenis Akritis, 
Charos, Kostandis, Rotokritos, Charidimos, Patouchas, Vasilis Arvanitis constitute 
the archetypical characters from Modern Greek culture that are echoed behind Zorbas, 
kapetan Michalis, kapetan Siphakas and Manolios. Kazantzakis‟ novels are a crucial 
part of the history of Modern Greek literature and it is also the Modern Greek literary 
tradition that is a fundamental component of his novels. The Modern Greek works 
that are connected with Kazantzakis‟ novels convey a rich cultural material such as 
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the language, myths and archetypes that stem from the Modern Greek literary and 
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